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CHAPTER I 
INTRODUCTION 
During the recent depression the Department of Education of the 
Commonwealth of Massachusetts made a survey of educational retrenchments 
1/ 
adopted between January 1, 1932, and April 1, 1933, in this state.-
Readers of this report will learn that during that period forty-five cities 
and towns curtailed their music prograrr1s in some way, either by letting the 
supervisor go entirely or by putting him upon a part-time schedule. The 
implication appears to be that the study of music is of such small value 
as an educational subject that it can be dropped from the curriculum with 
little or no loss; that it is, in fact, a luxury rather than a necessity 
in the process which is to turn millions of school children into our future 
citizens. 
This particular period of retrenchment is now a thing of the past, 
but there remains the very practical question as to whether music should or 
should not be restored to its former status in the school program when many 
new and intriguing subjects have begun clamoring for admittance -to the cur-
riculum and time is at a premium. The answer depends to a large extent 
upon the contribution which music can rr~ke toward furthering the aims of 
education in general, for if it is not to be a help in this rratter then it 
!f "Survey of Economies or Retrenchments in Education adopted between 
January 1, 1932, and April 1, 1933". The Corr~onwealth of Massachusetts 
Department of Education. 
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should step aside for some more valuable subject. 
What is the aim of education? 
Back in 1909, John Dewey wrote, E./".A. study is to be considered as 
a means of bringing the child to realize the social scene of action. ~l.'hus 
considered it gives a criterion for the selection of material and for judg-
ment of values." This social factor has been stressed by many writers 
since Dewey. 1'he following series of quotations give representative view-
points during the last ten years. 
'l'heodore G. Seares:~/ "The larger aim of education is 
to develop growing peraons as co-operative members of an 
ongoing and i mproving human society." (1928) 
David Snedden: 4/ "Highly generalized, even mystical, 
conceptions of, and expressions for, 'the aim of educa-
tion' have too long filled our books and articles on 
educational theory. We need to see clearly that there 
are many kinds, even hundreds of ki nds, of 'educations'; 
that each kind has or should have its own peculiar 
optimum amounts; that these values and amounts can in 
the last analysis be adequately interpreted only as 
related to social or eudemic values." (1931} 
Commission on Social Studies:~/" ···· the validity 
and adequacy of the school program depend both on the 
adjustment of its content and procedures to the nature 
of the pupil and on the unfolding fortug~s, pot entiali-
ties, and hopes of society. 11 .And also ;-"In the organ-
ization of the life of the school and the conduct of 
instruction, emphasis will be placed on the development 
of the social and creative rather than the acquisitive 
i mpulses." (1934) 
John, Moral Principles in Education , Houghton-Mifflin Company, 1909, 
'l'heodore G., Religious Education, Universi t y of Chicago Press, 1928, 
4/Snedden, David, Cultural Educations and CorrM~n Sense, 1931, p. 13 
- . 
and Recommendations of the Commission on the Social Studies" 
the .American History Association, Charles Scribner's Sons, 
I 
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Will French, Ph.D.: '!./"In a democratic society, how-
ever organized to be responsive to the needs of all its 
members, social factors in the life situation must domin-
ate the economic factors. Since a democratic society's 
prirr~ry concern is the social welfare of all of its 
members, it will seek to rr~ke the social aspect of the 
situation paramount. 'l'he economic factors will be ad-
justed thereto." (1935) 
James 'l'ruslow Adams:.§./"ll.lthough Americans wish to 
retain as much freedom and private initiative as possible, 
they have, since the turn of the century, been coming 
to think more in social terms. Interrupted by the post-
war orgy of 1921-1929, the belief in the necessity of 
social solidarity rather than complete individualism has 
made great stride~,especially since 1932 ••••• There is 
today no free land for the disc-ontented; no Wild West 
for the lawless •••• 'l'he new frontier is at the door of 
every home in the nation. In hackneyed phrase, it is 
a soci al frontier. Unlike the old frontier it can be 
developed and conquered only in a social, and not an 
individualistic s~irit." (1937) 
. gj 
Archibald ·.r. Davison... _- "··· .and there is, too, a 
revealing example of the topsy-turvy way in which we 
often attack important educational problerf!s. For in-
stances, we assign to kindergartners and grade-school 
teachers, many of whom are unfitted for such work, the 
uuty of establishing the fundamentals of musical know-
ledge and taste, which of ~ all the tasks of music educa-
tion is the most crucial; while to the expert we confide 
those students who survive the rigors of elementary 
training." 
so we come to the conclusion that, to be effective, education must 
concern itself chiefly with t he social needs of a changing civilization. 
Has music any contribution to make to these needs? The aim of this study 
will be to prove that it has. But before that can be done it will be neces-
sary to determine just what the needs are. For this purpo se the writings 
7tl'ench, Will, "Education and Soc i al Di vidends", Kappa Delta Pi Research 
-Publications, Macmillan Company , 1935, p. 9 
8/Adams, James T., "A Test for American Business", New York 'l'imes IvJ'agazine, 
-January lG, 1937. 
19/DaviliOn· , Archibald 'l'., Musical Education in America, Harper and Brother s, 
11 - New York and London, 1926 
I 
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lor var i ous skilled corr~entators upon our social order will be consulted and 
their authors' opinions as to its desirable characteristics compared. 'l;he 
part which music may play in the attainment of these objectives will be dis-
cussed and a program for elementary grade music laid out. In addition sug-
gestions as to the necessary and desirable background training for the class-
l room teacher will be included . 
1 The study is to be limited to the elementary field not only because 
ilof its educational i rripor t ance but primarily because ele~uentary teachers are 
\sften so ill-prepared to handle the subject of music adequately. 
I 
'l'O sum up, then, the problem will be attacked in the following 
!manner: 
I 
Method of .Attack 
1. A survey of the needs of the changing social order as set 
forth in the wri t ings of skilled observers. 
2 • .A discussion of the proportionate value of music to each . 
3 . Recommendations for the or ganizat ion of school music in the 
elementary grades so as to prorr~te these values. 
II 
I! 
,j 
I 
4. A suggested outline of the necessary preparatory work to 
be offered in ;L'eachers Colleges and NorliiB.l Schools . 
4 
II 
I' 
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CHAPTER II 
THE REQUIREMENTS OF A BETTER SOCIAL ORDER 
"The future of the race marches 
forward on the feet of little 
children." Phillips Brooks. 
In making the stater11ent quoted as a heading for this chapter 
Phillips Brooks recognized the fact which has stimulated so many educators 
to study our social order with a view to determining its present weaknesses 
and needs, so that they may lay the foundation for a better future in the 
education of today. Many difficulties present themselves to investigators 
in this field, one of the chief being the rapidity with which civilization 
is changing and developing. 
"The old world which we knew so well in the genera-
tion before the war is changing rapidly into a new world, 
and the road ahead is shrouded in ~og . In the world we 
are leaving we moved forward to gether in the bright sun-
light, every detail of the highway of life clearly out-
lined, the side-paths clear and distinct. Now this has 
changed. Blinded by the fog, different men draw different 
charts of the road ahead. Some can see nothing through 
the mist. Others /istake a small side-path for the rr~in 
highway ••••••• " 10 
Education for today alone would contain features which time and 
invention will certainly rende r obsolete tomorrow . Yet the fact remains 
that roday's living problems must be taken into consideration even wh ile 
preparing for that of fomorrow; the education of any member of a changing 
10/Sarnoff, David, "The Road Ahead", Boston Sunday Herald, April 18, 1937 . 
5 
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Jsocial order must partake of both present and future values. What these are 
'has been the subject 
!task as "immediately 
of much research by keen observers who regard their 
critical and infinitely important. 
"The idea of social betterment •••• i mpli es that 
society is in its very nature a living organism rather 
than a static institution. It i mplies the inevitability 
of change; but it does not assert that change will neces-
sarily be for the better . It implies a long and ulti-
mately glorious evolution, but it does not preclude the 
possibility of disaster • • • •• It implies that our task 
is i mmediately c1•i tical and infinitely important; im-
mediately critical because we face the possibility of 
social disaster; infinitely important because,though 
the influence of one of us be small, the centtiTies 
through which that influence maYj in some measure con-
t . b d » llt 1nue are unnu~n ere • • • • • • • -
A sampling of their opinions will form the basis for t he present 
discussion. 
Dr. Ezra H. F. Weis writes in connection with a study of the music 
. 1 h . f" . " 121 preparat1on of e ementary teac ers 1n 1ve m1a-western states,--
"We are now living in a more complex industrial 
environment. 'l'he affairs of life are so highly mechan-
ized that productive originality has been stifled • .•• 
Monotony in office and shop, due to specialization, 
makes diversion more and more i mportant. Working hours 
are being shortened and leisure time is being increased . 
Eduaation must consider physical and mental health, 
emotional stability, and social and spiritual welfare 
as well as reasoning and problem solving ••• • 'l'he very 
safety of society demands that t hese lengthened hours 
be spent in 'lrorthwhile activities . " 
President Wilkins of Oberlin lists seven characteristics as "es-
13/ 
sential to a really good society":-
11/Wilkins, Ernest H., "Social Betterment 'lhrough A:rt n School and Society, 
1
- May 26, 1934, val. 9, pp. 661-666. 
12/W'eis, Ezra H.F., "The Music Preparations of Elementary Teachers" Teachers 
1- College Contribution, Columbia University, No .599, p. 90. 
113/ffilkins, Ernest H., op. cit . 1-
II 
II 
'· 
6 
1. I<£aintenance of health 
2. Opportunity to earn 
3. Opportunity to learn 
4. Opportunity for pursuits of leisure 
5. Ideal living oonditions 
6. Co-operation for corr~on welfare 
7. Opportunity for the development of philosophy (religion 
and a consciousness of the interrelations of life. I 
F'rederick G. Bonser is more detailed in his analysis. H . 1~/ e wr1. tes, · 
".Among the needs apparent for greater values in social 
and individual survival and satisfaction, the more outstand-
ing instrumental and functional controls are these: 
l. .A greater working knowledge of science and its 
applications in the solution of daily health 
problems, with special reference to health, 
safety, economy eugenics and euthenics. 
2 • .A greater working knowledge of the facts, forces, 
and relationships of social life as these relate 
to con~unity and civic activities and as they 
effect local, national, and international at-
titudes. 
3. A greater participation in individual and group 
responsibilities for the selection, planning, 
and executing of schoolhouse and corr~unity 
enterprises. 
4. A greater working knowledge of the facts, prob-
lems, and methods of consume r functions with 
reference to health, economic, aesthetic and social 
values. 
5. Greater familiarity with the cultura l resources 
of our race inheritance and habits of using these 
with satisfaction and enjoyment. 
6. A larger participation in the expression and 
development of creative impulses and technics." 
14/Bonser, Frederick G., "Life Needs and Education" Bureau of Publication 
- 'l;eachers College, Columbia University, 1932, pp. 175-176 
i 
I 
II 
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15/ Further on in this sa~me analysis Bonser goes on to say,--' 
"I am not unmindful of the significant curriculum 
problem of providing for the wholesome, refined and 
enriched cultivation of the emotional life nor of the 
pressing need to afford means of guidance and life 
planning in accordance wit h capacities and the occupa-
tional opportunities representing the world's work. 
But I submit, as of greater and more inclusive im-
portance, t his problem of providing adequately for the 
development of selective judgment. It allies to con-
duct in its practical, its et hical, and its cultural 
aspect . It is the problem of affording experiences 
and rr~terials through which learners may develop 
ability to choose arrnng alternative courses of t hought 
and action with that intelligence wh ich includes a 
sense of social responsibility for the consequences 
of their choices." 
If we compare the above lists we find that beside t he various 
I! 
I 
8 
l _ ___ - -
i ndividual emphases made in each there are also certain points of similarity. 
All four authors, for instance, mention"health" as an i mportant item. 
Dr. Weis in addition specifies "mental" as well as t he implied physical 
health. Possibly this subject, to Dr. Wilkins and Professor Bonser, is 
covered by their use of the more general term, and perhaps since we find 
Dr. Weis using t his latter term a s well as the other two it is evident 
that to him at least all three have di fferent connotations. Yet in 
Chapter X:V of the Report of t he Committ ee on Recent Social 'l'rends, Lawrence 
K. Frank mentions in his discussion of the. growing interest in the mental 
health of the school child. 16/the "treatment of behavior problems, per-
sonality difficulties and mental disorders" as well as "problems of mal-
' adjustment", in all of whi ch phases it is well known that t he emotions play 
15/Bonser, Frederick G., op. cit. p. 179 
16/Research Comrnittee on Social :~.•rends, "Recent Social 'l'rends in the United 
-- States, New York, 1933, One volume edition, pp.765-?85. 
---------
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i 
a large part. So closely do the two states -- mental and emotional --
react on each other, as a matter of fact, that it is well nigh impossible 
to consider either one apart from the other. 
Another side of thi s question is touched upon by Bonser when he 
speaks of "providing for whol:e.some, refined and enriched cultiviation of 
the ernotional life." Professor James L. I~Tursell, the well-known psychologist, 
concurs with this suggestion. 17 / 
"The undertaking of prov1s1on for worthy emotional 
experiences in school life," he wrttes, "is one to be 
regarded with the utmost seriousness. Emotional mal-
adjustment is a major cause of unhappiness and ineffec-
tiveness. Education should assuredly set up a construc-
tive program to guard against it ••••• " 
Woelfel presents the idea 18/similar to one made by Adams and 
referred to in Chapter I of this thesis (page three, footnote #8) that 
the disappearance of the F-rontier as an "emotional shock-absorber" leaves 
a "necessity for self-expression somewhere", while Dr. Wi llem van de Wall 
in his reports on his v.ork in prisons and mental hospitals indicates the 
dangers arising from a lack of this very thing: 19/ 
"It must, however, be said that the number of 
talented patients is rather small. 1;his is not sur-
prising when one reflects on the two facts that so many 
patients have become afflicted by lack of emotional or 
other self-expression •••• " 
But that we must not lean too far in the direction of unrestrained 
self-expression is pointed out by Professor Dykstra of the University of 
17/Mursell, James L., Human values in Music Education, Silver Burdett 
Company, Boston, 1934, p. 260. 
18/Noelfel, Molders of the American Mind 
19/van de Wall, Willem, "Music in Prisons and Mental Hospitals", 1924, p.52 
- - -_-_-_-_-H--__ -_ --_ -__ -_-__ -___ ------ - -- ---- --- ----- - ----
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20/ Wisconsin who claims t hat,-
"Self government is i mpossible ;wi~hout some train-
ing in self-discipline. In our striving during a gene-
ration or two for self-expression in the schools we have 
either neglected or failed to inculca te self-discipline ••• 
And so it seems to me that we must ask om· schools to 
produce adults with self-control, self -discipline, and 
with some ability to put themselves in the other fellow's 
place. 'l'his kind of training is essential to civilized 
life and to the co-operative commonwealth." 
It would seem, then, that under the head of cultivating the emo-
tiona a judicious balancing of self-expression with self-discipline is 
needed in any education for a better social order. 'l'his process should 
result in a self-control which will merge into emotional stability and lead 
to mental health. 
Self-expression, however, is obviously not confined to the realm 
of the emotions . Referring again to Bonser's list (page seven) we find that 
his sixth item is a demand for the "expression and development of creative 
impulses and technics. n Professor l.f.iiessner of the University of Kansa s 
explains why this need is so great. 21/ 
"The worlar.tan who was an a rtisan bas become a cog. 
His movements are as rr~notonous, as automatic as the 
machine he operates. The joys of creation, the pride 
of achievement are rarely for him. ~he laboratory and 
the engineer departments have reduced him to a mere 
automaton. He scarcely has to think at all. 
"Since man at the machine lacks the thrill of 
creative workmanship, he looks for it somewhere else, 
Sometimes he gets the desired 'kick' from destructive 
activities, and is caught in the 'kick-back'. Shorter 
20/ Dykstra, "Interview", New York ~imes ·Magazine, April 25, 1937 
21/ Meissner, W. Otto, "Your ·:Need of .Music" An Address. 
-· _--=: _ _ -::.::.· -~=:-:::=:-::-::- _ __ ::~ .. : c::.::-.....:::=--
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working hours mean longer leisure hours. We have 
learned to earn, but not to live. Loafing leisure 
is charged with explosive emotions more dangerous 
than dynamite." 
This statement by Professor Miessner turns out attention tempora-
rily to the b!"Oader consideration of ''the use of leisure". Dr. We is, it 
will be remembered (page six) begins his list of social needs with an 
almost identical description of this mechanized era and ends with a plea 
that the lengthened hours of leisure be spent in "worthwhile activities". 
In fact, this is a point upon which all authorities agree. Wilkins calls 
for "opportunity for pursuits of leisure", while in the following quotations 
further evidence is given of the important place this problem holds in the 
attention of all: 
aa/ . Furnas, C. C.:- 1101+!' cultural future rests aLwst 
entirely with our educational system. As working hours 
shorten, the present tendency of education for the 
trade will be of minor importance and education for 
leisure will come to the fore." 
23/ Phelps, William Lyon:- "If you wish to know any-
thing concerning the personality or inner nature of 
these persons, you must see them outside of office 
hours •••• I will go further. The use of leisure 
eventually determines the fate of an entire com-
munity, or of an entire nation." 
Child, Richard Washburn: 24/"Leisure time is crime 
time. Ignorance of the real, lasting values of life 
is the fundamental cause. Misdirected energy is the 
result. Leisure, ill-used, is a liability to the 
individual and to the co rrmunity. 
"The answer is the training of our youth to the 
worthy use of leisure hours as well as to the efficient 
employment of working hours." 
1 22/Furnas, C.C.,"The Ultimate Industrialism" The Scientific Monthly, J"uly 
1930 
~/Phelps, W.L., "Empty Hours" Delineator, May 1930. 
24/Child, R.W., "The Great American Scandal" Saturday Evening Post 
-- - -- -. - - -- ----
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to which last may be added a remark of Warden Lawes of .Sing Sing: 25 / 
"Ninety-eight per cent of the prisoners never learned bow to spend their 
leisure." 
Amid these "worthwhile leisure time activities" creative self-
expression, with which we started our discuss i on, may well play a leading 
~ole in the attainrr~nt of richer living. 
Another important characteristic of a good social order is var-
iously listed by Weis, Wilkins, "the development of philosophy (religion 
and a consciousness of the interrelations of life)"· 
26/ 
of Yale may also be quoted as saying,--
President Angell 
"Our world has today no greater need than a 
vigorous revival of true religion, one in which 
every class and every corr~unity should share. This 
is my considered conviction. You cannot really cure 
the ills of the social order without also healing 
the moral and spiritual ailments of the individual." 
G. H. Palmer writes i n "Ethical and Moral Instruction in Schools 2 I 
"A widespread :;_ l'ighteousness is in a republic a 
matter of necessity. Where all rule all, each man who 
falls into evit courses effects his neighbor, corrupt-
ing the law and corrupting still more its enforcement. 
The quest i on of manufacturing moral men becomes, accord-
ingly, in a democracy, urgent to a degree unknown in a 
country where but a few selected persons gu ide the 
state." 
28/ To this Suzzalo has added,--
"The moral weakness of men before the pressure of 
temptat i ons arising from our modern life has become 
painfully apparent. Something needs to be done to 
25/Lawes, W., Editorial (Interview) Etude, Nove:ruber 1932 
26/Angell, National Preaching Mission Pamphlet, New York, 1936 
27/Palmer, G.H., Ethical and Moral Instruction in Schools, Houghton-Mifflin 
Company, Riverside Press, Boston, 1909, p.2 
1 28/Suzzalo, Introduction to Ethical and Moral Instruction in Schools 
I -- (Palmer) 1909. 
I j_::- ---=- --=-~-= -_ ~ --::---: __ -:_:_ ::::· ::.:._- ::__ 
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make men better able to meet the powerful attacks 
upon their rr~ral natures w~ich . seem to be a part of 
modern social conditions.~ 
There seems, however, to be some difference in implication between 
the several terms here used to denote spiritual welfare . 
29/ 
"Morality", according to Mursell,- "has two sides 
an outer and an inner. Outwardly, moral behavior is 
simply social behavior. ~·he moral personality is the 
socially well adjusted personality. Yet this by no 
means i mplies a mere conformity. Rather what is de-
manded is co-operativeness, the ability to create for 
one's self ways of propi tious social action, and a 
flexibly accorr~odating yet individually significant 
and unique mode of adapting one's self to social re-
quirements •••• Hence, one great airr1 of all moral educa-
tion must be to produce a constructive and propi tious 
social adjustment. On the inner side, morality means 
personal happiness through self fulfillment •••• So we 
think of the irr~oral person as essentially selfish; 
as one who seeks to express and realize his inner 
impulse and purpose along lines which society has 
rendered, in the main, i mpossible; and so as one who , 
through an extreme of individualism is on the road to-
ward bnhappiness. On the other hand, the ethically 
adjusted person is one who has learned the art of self-
expression in a social medium and finds a way of living 
which leads to satisfaction, not frustration. It has 
been very truly said that the good life and the happy 
life have the sa.11e basic conditions." 
Palmer puts it more simply: 30 / 
"For morality itself is nothing but the acceptance 
of such habits as express the helpful relations of 
society and the individual." 
which is evidently the same idea that Wilkins has when he speaks of "a con-
sciousness of the interrelations of life." 
The definition of religion is somewhat similar to that of morality 
29htursell, J. A., op. cit., pp. 135-138. 
30/Palmer, G. H., op. cit. p. 37. 
13 
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after all. Charles A. Ellwood in "Cultural Evolution" explains it thus: 31/ 
"Religion is a means of adjustment used by human 
beings in establishing a relationship with t heir fellow 
beings, one the one hand, and with the universe, on the 
other. It is a many-sided cultural phenomenon. In one 
aspect it is partici pation in, and universalization of, 
the ideal values of the social life. In ano ther aspect 
it is a form of social control used by the group to con-
strain the individual through supernatural sanction to 
conform his beliefs and actions to those of his group . 
In a ;1other aspect it is a consecrat ion of the individual 
life to the highest social ends. Finally, it is an 
affirmation of the reality of the spiritual as over 
against the rr.tB.terial, and a belief in the ultimate 
dominance and triumph of the spiritual element in hurr.tB.n 
life." 
Shailer I1. rathews , Dean Emeritus of' the University of Chicago Divinit 
School said in an interview granted a New York 1'imes reporter in 1937, 32/ 
"People today are not swayed by old-time religious 
beliefs in theology. · 1'hey are stirred rather by re-
ligion as it concerns the ethics of peace, of social 
justice, of race relationships." 
Perhaps, then, because "religion" and "morality" seem to be so 
similar and yet are quite different in certain important phases , the best 
general term to be used for the two wdlll be neither one nor the other but 
rather the "widespread righte()usness" of Pallner of which both form integral 
parts. 
Yet we must not overlook, certainly, that aspect of religion 
which is wholly spiritual. Ellwood calls it "the most vital element in 
culture" 33/and continues: 
31/ Ellwood, Charles A., Cultural Evolution, The Century Company, New York, 
1927' p. 226. 
32/ Mathews, Shailer, An Interview, New York ~·imes, April 18, 1937. 
33/ Ellwood, Charles A., op. cit., p. 9 
14 
"There have been many acute minds which have 
failed to see that it is a necessary element in cul-
ture at all. So far as we know, the brutes have 
little or nothing which foreshadows religion; but, 
for that rratter, the brutes have no culture . Religion 
is peculiar to man alone, just because the animals 
below man are concerned only with objective surround-
ings , while man is concerned with a world of values. 
Religion is a vi tal and a necessa1·y element in culture 
because culture is a rrBtter of values, and religion 
is a supreme attempt to order and, so to speak, 
evaluate t hese values ••.•• " 
But even though religion may be vital to culture, does that neces-
sarily prove that culture is vital to society? Apparently i t is, for we 
find Bonser calling for "a greater familiarity with the cultural resources 
of our race inheritance ." Actually, when we take ~1rt her thought, we 
realize that man has little choice in the mat ter; that culture is the pos-
session of all. Ji'or, as Mursell points out, 34/ 
"The culture of our race rr.eans t he sum total 
of knowledge, skill insight, attitude, and ways of 
feeling and doing which has been created by the mind 
of man. It is that great treasury of intellectual 
goods which man has accumulated in the adventure of 
living. It is what is sorr.etirues called our social 
heredity." 
35/ Ellwood goes further in his analysis of it:--
"Culture is transmitted socially, that is, by 
corumunicat ion, and gradually embodied in a group 
tradition of which the vehicle is language. ~hus 
culture in a group is a matter of accumulation, 
while culture for the individual is a matter of 
habits of thought and action acquired or "learned" 
by interaction with other members of his group. 
34/ Mursell, J. L., op. cit., p. 56 
~/Ellwood, c . .A ., op. cit., p. 9 
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Culture includes all of a man 's acquired power of 
control over nature and himself. It includes, 
therefore, on the one hand, the whole of man's 
material civilization, tools, weapons, clothing, 
shelter, machines , and even systems of industry; 
and on the other hand, all of non-material or 
spiritual civilization, such as language, litera-
ture, art, religion, ritual morality, law, and 
government. 'l'he very rnent ion of these indicates 
that man as a social creature is largely a cultural 
product." 
In speaking of these two sides of civilization, the material and 
the spiritual, David Snedden writ~ 36 / 
"It is evident, too, that too many persons, 
after the imruediate needs of security, nurture, 
health, and fellowship have been satisfied, a 
variety of spiritual interests become the pro -
foDL~dest sources of conscious s atisfactions, 
pleasures , and delec t a t ions of wh.ich man is 
capable ••.• " and he gpes on to say, "Perhaps 
inductive study of t he liiVes of men of many 
kinds will convince us that 'r ichest' living , 
'the life more worth while' , is realized by 
those who ha ve by one rreans or another suc-
ceeded in making relatively much of their 
s piritual interests without allowing these to 
override more euthenic values." 
Relig ion has already been mentioned as one of these spiritual 
interests. That another is the ''cultivation of beauty" is attested to by 
Professor H. D. McKinney , 'l'homas Surette and vernon I .. ee. 
McKinney, H.D.:37/ 11The cultivation of beauty 
not only gives the individual a more enjoyable life 
but is absolutely necessary for his protection 
agains t the ravages and depredations of the- machine ." 
Surette, 'l'homas: 38 /"Through all the welter of 
political theories, of philosophies, of dogmas 
insisted on at the point of excorr~unication; amid 
36/Snedden, David, op. cit. p. 77 
37/McKinney, Howard D., Discovering r~ Tusic, 'l'he .American Book Company, 
-- New York City, 1934, p. 3 . 
~/Surette, 'l'homas, :urusic and Life , Houghton-Miffli n, Boston, 1917, pp. 30-3l 
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the discoveries of science and the tendency to make 
life into a mechanically operated thing , the still 
small voice of the poet rises always supreme-,'..!-
supreme in wisdom, supreme in insight, the seer, 
the prophet, the philosopher; when all else has 
passed, he remains, for beauty is the only per-
manence. ~o eliminate beauty from education is 
to destroy its very soul." 
1'Lee, Vernon: 39 ftMeanwhile all we can venture to 
say is that as satisfaction derived from shapes we 
call beautiful, undoubtedly involves intense, com-
plex, and reiterative mental activities, as it has 
an undeniable power for happiness and hence for 
spiritual refreshment, and as it moreover tends to 
inhibit most of the instincts whosesuperabundance 
can jeopardize individual and social existence, the 
capacity for such aesthetic satisfaction, once arisen, 
would be fostered in virtue of a rr~ss of evolutional 
advantages which are as complex and difficult to analyze 
but a lso as deep-seated and undeniable as itself." 
It is an accepted truth that under the constant influence of 
beauty and a gpiding religious spirit high standards of thinking and living 
will be formed. How important these are in the social life of today is 
indicated in the following quotation fr om the Report on Recent Social 
1'rends. 40 / 
"As has frequently been pointed out men work 
fewer hours per day and per week and the home tasks 
of women are less time consuming ; child labor bas 
been greatly reduced, and though school time has 
been extended children may share in growing leisure 
no less than their parents ••••• 
"How best to use growing leisure hours is an 
individual problem in wnich organized society has 
a large stake. Arrericans have but scanty tradition-
al equipment for a~using themselves gracefully and 
wholesomely ••••• 
39/ Lee, vernon, "The Beautiful", An Introduction to :l?sychological 
-- Aesthetics, Cambrid ge University Press, England, 1913, p. 155 
40/ Corr~ittee on Recent Social Trends, op. cit. pp. li, lii 
1? 
---- - - - -
----- ---
I' 
"In om· early hi story what recreation was indulged 
;i;n remained under the aegis of the hone or the community 
except for certain scarcely respectable t ypes . We 
still feel that the recreation of other people should 
be supervised; but clearly the nome cannot exercise 
efficient supervision when recreation, because of the 
greater mobility of people and for profit making 
reasons, is provided in the form of mass entertainment • •• 
On the other hand , we see evidence of rising impatience 
wi th gpver~ment superv i sion of people in their free 
hours. One of the problems which s till need attention 
in supplying this abr~st insatiable hunger for amuse-
ment and diversion is to devise a method by which the 
standards held essential by the community rr~y be pro-
tected, at the same time allowing for the free play of 
new ideas and entertaining novelties." 
Clearly, the only way to protect these hi gh standards is through 
1 . . . d 1 f 1 . . d 41/ h . h "11 the deve opment in the 1nd1v1 ua o a "se ect1ve JU grrien t 11- w J.C WJ. 
recognize wort hwhile values and discard the false. ;iVe speak colloquially 
of having "good taste". Palmer calls it "having preferences".!~./and claims 
that t he exercise of cri ticisrri will build up at once "both knowledge and 
43/ 
character." Mursell, however, returns to "standard."-
41/Bonser, 
"What does it mean that a person has standards?" 
he asks, and answers his own question: "(a) It means 
that he is able to recognize excellence and distinguish 
it form mediocrity •••• (b) It means that he is not 
easily content with his own performance and achievement •• 
(c) It means he will have a guiding principle within 
himself f or achi everr~nt and effort ••• • Ab sence of stan-
dards means a sort of reckless arli.iabili ty, a tolera-
tion of anything as good enough •••• 'l'he educated person--
the person who is really to achieve oometh ing---must 
have about him a certain intoierence of anything less 
than the best in himself or others." 
And examples of "the best" by which to profit are not lacking in 
- 175-176 op,. cit. pp . 
42/ Palmer, G. H., op. cit. p. 36 
43/Iviursell, J .L. ' op . cit., pp.324, 325 
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the "cultural resources of our race." The need is to "become familiar 
with them" and to acquire habits of using these resources "with satisfac-
. d . 45/ t1on an enJoyment.,,__ 
Mental Growth 
.I 
Several times in the discussion of previous topics p.roblerr~ of 
I 
"social welfare" have been touched upon. '1'hese problems are, in fact, the 1 
integrating factor among all the rest. '1'hey are, we discover, divided into I 
two types and deal with either social economy or social intercourse. '1'hus 
, we find demands on the one hand for "ideal living conditions" (a) "oppor-
tunity to learn" and "to earn"(a) "a greater working knowledge of the facts, 
,; 
I 
Jl 
·I 
I 
I 
I 
'I 
,I 
'I 
'I 
'I 
'I 
forces, and relationships of social life as they relate to corr~unity and 
civic activities"(b)and a "pressing need to afford means of guidance and 
life planning in accordance with capacities and the occupational oppor-
* tunities representing the world's work"(b) and while on the other hand ! 
they list 
community 
I' 
"co-operation for corr~on welfare"(a) "a greater participation in, •• 
1
1 
enterprises,"(b)"a greater knowledge of ••• consumer functions : 
I! 
:I 
with reference to •••• aesthetic and social values,"(b)"the ability to work 
I 
I 
(c) 
with others," and "some ability to put themselves in the other fellow's 
place."(c) To this group also belong the "personal responsibility" of 
Professor Mahoney's list, for certainly no eorr~unity enterprise can succeed I 
without it. 45/ Dewey sounds the keynote when he says,-- I! 
I 
(a) Wilkins; (b) Bonser; (c) Dykstra II 
I' 
*Compare also: French, Dr. Will, Education and Social Dividends, New York, 
1935, pp.lOS-109. "The goal,as it becomes more clearly conceived than now, 
will be recognized as a social order i n which each member of society shall, I 
through the process of socially living in that society, have opportunity I 
to attain his full measure of development. This provides an equal oppor-
tunity in proportion to ability and capacity, and we, therefore, referred 
to this social state as a proportional-opportunity society." 
-=--=-=--. ----. -4§1-Bew-ey=j-=dt)-~ -,-~~~ =l~ ·-----
d 
II 
I 
i' I 
li 
I 
,I 
., 
I 
I 
I, 
!I 
I 
I 
·I 
I il 
·I I. 
I· 
,I 
I 
I 
!I 
"Interest in community welfare, an interest that 
is intellectual and practical, as well as emotional---
an interest, that is to say, in perceiving whatever 
makes for social order and progress, and in carrying 
these principles into execution---is the moral habit 
to which all the specia l school habits must be related 
if they are to be animated by the breath of life." 
But our interest in social welfare cannot stop at the community 
boundary line. It will be noticed that Bonser carries his social rela-
tionships out into the realm of "national and international attitudes,"46 / 
while Mathews in the interview already referred to 4?/has pointed out the 
I ,, 
iJ I, 
II 
/1 
.,, 
I 
II 
I 
,I 
j! 
.[ 
11 
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As a rooans to world peace I present reli gious interest in this very subject. 
an effort at "understanding" our foreign born neighbors and "appreciating" 
the contributions of their culture cannot be neglected. 
1'he materials at hand have been exhausted and t he behaviors and 
ways of li f e mentioned therein classified---more or less arbitrarily, it 
is true. In glancing back over the quo t ed opinions it becomes obvious that 
there is such overlapping of character and purpose among these items that 
there is ample groun:l for disagreement as to their proper grouping . 'l!he 
present arrangement, however, has been a dopted for reasons already given 
and for convenience of treatment in l a ter chapters. A surr~ary follows. 
Summary 
Points of Emphasis in a Better Soci al Order 
I Physical Health Wilkins; lveis; Bonser 
I 
:1 ,, 
I 
,I 
,I 
II 
II 
II il 
I! 
li 
rl 
1: I 
'i 
II Cultivation of the Err~tions 
(a) Self -expression 
Weis; Bonser; Woelfel; van de Wall; ,, 
(b) Self-discipline 
(c) Err~tional stability 
(d) Mental Health 
46/Bonser,F., op. cit.pp.l?5-1?6 
4? / Mathews, s., op. cit., 
Dykstra 
I' 
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III Worthy Use of Leisure 
(a) Creative technics 
IV A Widespread Righteousness 
(a) A guiding religious spirit 
(b) Moral strength 
I' v 
I 
Familiarity with Cultural Inheritance 
(a) Material civilization 
'I i 
;J 
/I 
1: 
I 
rJ VI 
II il 
I 
,I 
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(b) Spiritual civilization 
1. Religion 
2. Cultivation of beauty 
3. tligh standards 
4. Mental growth 
Social Welfare 
(a) Social economy 
1. Ideal living conditions 
2. Proportional opportunity 
3. Civic intelligence 
(b) Social intercourse 
1. Corr~unity co-operation 
2. Bersonal responsibility 
3. A respect for the law 
VII Better Race Relationships 
I 
I 
" I 
i: 
I 
I! 
(a) Understandings and Appreciations 
Bonser; Miessner; Weis; Wilkins; 
Furnas; Phelps; Child; Lawes 
Weis; Wilkins; 1\ngell; Palrri.er; 
Suzzalo; Mursell 
I! 
il 
I! 
'J II 
:I 
II 
I 
I 
Bonser; Snedden; 
Surette; Palmer; 
McKinney; Lee; J 
Mursell; Ellwood ! 
II 
Weis; Wilkins; Bonser; Dykstra; 
Dewey; French 
Bonser; Mathews 
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CHAP'l'ER III 
MUSIC'S CON'l.'RIBlJ.HONS TO A BETTER SOCIAL ORDER 
"The man who hath no music in himself 
Nor is not moved by concord of sweet sounds 
Is fit for treasons, stratagems and spoils. 
;.rhe motions of his spirit are full as night 
And his affections dark as Erebus. 
Let no such man be trusted!" 
Shakespeare, Merchant of Venice 
Act II, Scene 1 
'the summarized "Points of Emphasis" outlined in the preceding 
chapter might well become a rort of "yardstick" by which the educational 
li 
II 
!I 
Jl 
I 
I 
I 
I 
In point of fact, this is 11 
11 
1
1 values of any g iven subject could be determined. 
exactly the procedure now to be followed in surveying the field of music 
for the purpose of discovering whether or not it has any right to be placed 
11 on the school curriculum. Item by item music will be considered in the 
I' 
I light of its contribution to each listed need of a Better Social Order, and, !I 
,, when this is done, a just estirr.ate of its educational value will be atteruptedJ. 
1
1 
Physical Health 11 
I. I, 
1
• Has music, then, any contribution to make toward the improvement 
1 
Ill :I or maintenance of physical health? 
Apparently it has. In an article on "Music for What Ails You"50 I I: 
Mr. Doran Antrim, editor of the Metronome, writes, 
"'l'here is nothing particularly new in the idea of 
using music in conjunction with healing. '.L'O the old 
50/Antrim, Doran, "Music for What Ails You", The Rotarian, May 1937. 
,. 
I 
' · ,. 
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II 
I 
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Greeks, Apollo, god of music, was also god of medicine. 
Hippocrates, "father of medicine," took his mental 
patients to the temple to listen to music in 400 B.C., 
and ••••• Voltair's remark that we go to the opera only 
to promote digestion clothed in satire the truth that 
music is a potent aid to digestion. In the 13th 
Century the Arabs equipped their hospitals with music 
rooms, and Florence Nightingale brought music to the 
hospitals during the Crliuean War." 
Mr. Antrim goes on to tell of the present use of music to 
"diminish the habitual cough of tuberculosis victims, providing brief but 
valuable intervals of rest," and of its effectiveness in the treatment of 
cataleptic patients. 
More interesting to the educator, however, is the proof of the 
therapeutic power of music to be found in the results of an instrurrental 
project being carried on in the Michael Dowling School for Crippled 
Children in Minneapolis, Minnesota. Here the children are given instruc-
,1 . i: tion on suitable instruments---especially constructed, if necessary---, 
I 
li 
I 
I' 
I! 
I 
I 
I 
.I 
and so great has been their enthusiasrr1 that they have already been able to 
form an orchestra of their own and g ive very creditable perforrr~nces. 
Miss Gladys M. McAlister, principal of the school, in a report of the pro-
. . 51/ Ject wr~ tes ,-
"In a group such as this, I need not mention the 
many educational and cultural advantages afforded by 
instrumental training but I would like to mention 
some of the therapeutic benefits which we feel are 
so important. Through this training weak muscles 
are being strengthened, tense muscles are being re-
laxed, and general co-ordination and breath control 
have been i mproved. In some instances, I feel that 
this instrwnental training is meaning more to the 
physical well-being of the child than the treatments 
received in the corrective department." 
51/McAlister, Gladys M., "Instrumental Music for Crippled Children" 
-- Music Educators Journal,October-Nova~ber 1937 
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52/ :power.-
Antrim has given us the fundamental reason for music's healing 
" •••• Music makes its impact on the entire body, 
being :picked u:p by the nerves, muscles, and even bones. 
Tests at Temple University show that it has a direct 
effect on :pulse, respiration and blood :pressure. 
'Rhapsody in Blue, ' for example, raised all three; 
Weber's 'Inviation to the Waltz' lowered them; 'Hun-
garian Rhapsody' tends to :pick you u:p, and 'Stars and 
Stripes Forever' will almost race your motor." 
It >till be noted that the effect of any of these musical selec-
tions is close~y related to its rhythm and tempo. It is not surprising, 
therefore, that the influence of rhythm is such an important item in the 
development of :physical well-being. Surette writes, 53 / 
"In the n:atter of rhythmic co-ordination alone 
music justifies itself. Rhythmic movements to music 
have long since come to be recognized as a means to 
mental and :physical develo:pment •••• so important is 
training in rhythmic movement that it should be a 
:part, not only of all musical education, but of all 
:primary education everywhere." 
54/ And Gehrkens :-
11The :person who has become rhythmic ha s become 
well balanced, therefore free; free in mind, body, 
and spirit. He no longer cringes in fear for he 
has become :poised and therefore confident. He is 
no l onger awkward and ungainly for his body is now 
:plastic, having experienced the joy of rhythmic 
movement; and the :perfect balance between mind and 
body induced by rhythm training has mare him grace-
ful in movement and poised in posture." 
We must, then, conclude that music makes a definite oont ri but ion 
to :physical health, noting that it is especially valuable in the develop-
I 52/Antrim, Doron, o:p. cit. 
'' 53/Surette, 'l'hon:as, o:p. cit. :p. 70 
54/Gehrkens, Karl, Music in the Grade Schools, C.C .. Birchard, Boston, 1934, 
- :p:p.lOS-109. 
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ment of the rhythmic co-ordination of the body. 
Cultivation of the Emotions 
Some twenty years ago Dr. Willem van de Wall began to record his 
I 
11 observations as to the effect of music upon human beings, and today he has 
I 
I developed his findings into so exact a science of mental healing that it 
II 
I! can be, and is, used in up-to-date prisons and institutions for the insane 
I 
i1 throughout our land. In his book, "The Utilization of Music in Prisons and 
I 
I 
Mental Hospitals," he stresses again and again the need for the cultivation 
55/ 
1 of the emotions and of the important part music pla~s in the process.--
'I 
"The priooner and the mental patient, fruits of 
the lack of love, need it most. Mu sic brings it to 
them and arouses it in them, in an impersonal, and 
what counts in institutional work, an inexpensive 
way. Its moral and therapeutic power lies in its 
gift for turning them from the unfriendly, sullen 
and resistive rrental attitude toward the friendly, 
willing and assistive frame of mind, which is the 
prerequisite for the morally and mentally efficient 
and co-operative citizen." 
And further on he writes, 56/ 
"But now comes music with its emotional stirrings, 
appeals and direct social joys and hurr~n outbursts of 
soul, and the deadly silence which so often charac-
teristizes the atmosphere of the occupation work shop 
and the senseless din which so often fills the wards 
of the deteriorated women is banned by the happy, 
streaming melodies of voices and instrQments, singing 
not nerely of labor and work, but of the greatest human 
good---love and faith and hope. And by expressing it---
this love and faith and hope---it is aroused. The 
human animal is a noisy animal, needing humanized 
noise, which is rriusic to express himself fully." 
55/van de Wall, Willem, op. cit., p. 20 
56/Ibid, p. 40 
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(a) Self-expression 
That self-expression through music is as necessary outside of 
lo 
1 mental insti tuions as it is within is pointed out by Dr. John Erskine, !, 
" 
1: formerly President of Juilliard School of Music and is quoted from him 
I 
II • 57/ by the famous English musician, Tobian Matthay:-
'' 'It is not true that a ma chine age breaks down 
the practice of the arts. On the contrary, a rrachine 
age makes the practice of art essential •••• This means ••. 
that in our c i vilization a boy or girl who habitually 
plays an instrurr.ent, or sings, or dances, or paints, 
will be a saner and happier man or woman ••• Either 
1: 
we'll put it into the power of every boy and girl to 
practice so me art, not for money but for the sake of 
their soul, or else the burden of a rra chine age will 
leave us no soul to worry about. ' " 
I 
I 
(b) Self-discipline and (c) Err~tional Stability 
t' But self-expression, we have discovered (page nine) must also be 
I balanced with self-discipline if self-control and emotional stability are 
to result. A quotation from Dr . Link in "The Return to Religion" would 
:! indicate that he has found music to be an aid in the acquiring of both of 
58/ these.-
"Obviously the musi cian who practices six hours 
a day, who must fit his performance into the exacting 
requirements of an orchestra and an audience, who must 
persist in his efforts in the face of discouragement 
and often ridicule, is bound to become more extrovert 
and to acquire habits of emotional equanimity. 'l'he 
artists who rerriain introverts are usually t hose who 
fall to sacrifi ce their pleasures and impulses to the 
strenuous demands of practice and competition . '1'heir 
aspirations remain dreams and phantasies and as such 
benefit neither themselves nor humanity . " 
57/Ersk ine, John, Quoted by 'l'obias Matthay, 'l'he Musician, May 1933 
1' 58/ Link, H. c., 'L'he Return to Religion, 1936, p. 42 . 
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(d) Mental Health 
It should be clear that music does contribute to rrental health 
and the culitvation of the emotions, yet we offer as final proof the two 
i 
I' 
1 following quotations -- one from the Cornrnittee Findings in "Recent s ocial 
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1'rends" and one fromMursell's "Human Values in Education. " 
C . F ' d' 59/ omrlll.ttee 1 ln 1ngs:""-t'From a rocial point of view 
as contrasted with art for art's sake, the problem of 
art" (which in this report includes music) "like that 
of religion and recreation, turns today on its service 
to roan in his inner adjustment to an environment which 
shifts and changes with unexampled rapdity. Art appears 
to be one of the great forces which stand bet ween mal-
adjusted roan and rrental breakdown, bringing him comfor~, 
serenity and joy." 
60/ 
1Jursell:- "There is ample and adequat e psycho-
logical evidence that music is the most profoundly 
emotional of all the arts ••.• This is not to cast a rw 
aspersions, or to deny that drawing, painting , sculp-
ture, and so forth may have claims of their own. If, 
however, we wish to bring to our pupils the opportunity 
for an emotional type of experience rarely to be found 
in school our natural and logical first choice will be 
music." 
Worthy Use of Leisure 
What is a "worthy use of leisure?" Is music one? 
61/ 
Mursell, James L.--'~Vhat is \~rthwhile for leisure 
is an activity which will shape up many social contacts, 
which wi ll mold life towards greater effectiveness, which 
will determine the social personality. All these values 
are possessed by music .••• 
• • • • when a man leaTD:s:; to devote a portion of his 
leisure to music, it may further social effectiveness 
in five ways. It may offset the banefull effects of 
routine employment; it may fundamentally improve his 
democratic attitudes and aptitudes; it rray enrich his 
domestic relationships; it may bring him a new wealth 
of religious experience ; and it may provide him with 
valuable means of informal social enjoyment . " 
59/Committee Findings, "Recent Social 'i.'rends", New York, 1933, p.liii 
60/Mursell, J.L., op. cit. p. 261 
~Ibid, pp. 73 , 74,75 
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62/ 
Da1!'_ies, Dr .J.F.:- "It is the inner life which is 
mo st served in man's leisure time ••• The ~mrld 's better 
life has been alrr~st entirely lifted by the power gene-
rated by man and woman out side the hours of making a 
living. It is fulfilling the great desire to do some 
lovely r-hing for its own lovable sake." 
63/ 
Phelps, \V . L. =-"Those who decide to use leisure 
as a means to mental development, who love good music, 
good books, good picttiTes, good plays at the theatre , 
good conversation, good co mpany • . • what are they? 1'hey 
are the happiest people in the world; they are not only 
happy in therr~elves, they are the cause of happiness 
in others." 
If the above quota-cions are analyzed it will be found that the 
list of worthwhile leisure time ac tivities served by music is so similar 
as to be almost identical 1.vi th the list of social needs now under di scus-
tion. As Dr. Davies intimates, leisure is the time for ri cher living 
when th~"world's better life" is "lifted", or, to put it in other words, 
when the characteristics of a better social order are developed . so, as 
we proceed with our consideration of these items, proof tha t music contri-
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I butes to any of them should also be added proof as to its value as a leis uri 
time activity. 
A Widespread R~ghteou~ness 
Ever since the early Greeks endowed each of their scales or 
modes with character,meaning people have been arg~ing as to the good or 
ii 
li 
I 
I 
evil influence of music. Luther, Spencer and H.aweiss 64 /approved of it as j. 
an "exercise and discipline of the emotions." Tolstoi, on the contrary, 
62/Davies, J. F., nThe Use of Leisure ;l'ime for Character Development", 
- Proceedings of the IvJid-West Conference on Character Education, University 
of Chicago Press, 1928 , p. 280 
63/Phelps, W.L., op. cit. 
64/Gehrtng , Albert, "Educ ation in Music" Encyclopedia Americana 
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"detected an evil i'nfluence rather than a good," and William James fel t 
I' 
., 
that "the frequent evaporation of emotions without result is bad as it I 
,. 
" weakens moral fibre." Yet James was making use of ihUsic in a mental hos- I 
65/ I' pital in Boston.- ten years before van de Vfall appeared on the scene. I· His '/ 
/1 
,, 66/ 
, viewpoint is quite sirr1ilar to the one Angelo Patri holds today:--
' 
'I ,, 
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1: 
"Music induces moods. 'l'hey rrJBy be good or they 
may be bad for us depending upon the way we use them. 
The point lies there. In the way we use them. Unless 
the music we listen to bears fruit in some action or 
other it is no gpod for us. It is sheer waste of 
emotion, sheer waste of good energy." 
So these various opinion tend to indicate that, though there are 
I, 
11 
ij 
I 
moral values to be found in the art, they result not so much from the music I 
itself as from the way in which it is used. 6? V, For, as Dr . Davidson puts it:-11 
11Music apart from some idea expressed outside 
the music cannot have positive ethical quality. It 
cannot, singlehanded, make one a better man, but it 
is a highly powerful ally to ideas of every sort, 
good and bad.'! 
A group of young people, for example, may gather around a piano 
and sing in gay sociability the very same music which on the following 
evening and under different ciruumstances will arouse in them a state of 
moral abandon. The one attitude is gpod; the other, evil. Is it the music 
II 
I 
I 
I 
j 1 we should blrune---or credit---for the results? It seems qui te obvious that 
I 
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the idea, good or bad, is already present in the situation and that lliUsic, 
"the highly powerful ally," has me rely amplified it. 
Working upon this assumption, it should be possible to develop 
65/Antrim, Doran, op. cit. 
66/Patri, Angelo, "Iirusic", Boston Herald, ~!fay 27, 1926. 
6? /Davidson, Archibald, Protestant Church Music in .Ame rica, Harper and 
Brothers, 1926 
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desired attitudes by vitalizing with music those situations which are mo st 
'I 
favorable to ri ght behavior. As a matter of fact it is this very charac- ,, 
teristic --- that it "lends itself to t he crea tion of morally and socia lly 
. I significant situations" --- which Dr. l\Iursell offers as proof that "music 
68/ 
IJ is a moral force in education."--· 
1l 
Under the general heading of 11A Widespread Righteousness", i t 
1 wi ll be remembered , were listed the sub-topics, 11A guiding reli gious II 
I 
spirit" I 
Moral strength", and "Respect for the law.n In connection with these at- I 
II 
,, 11 titudes several QUOtations are here given to indicate the more s pecific 
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values of music in t he development of each . 
{a ) A Guiding Religious Spirit 
69/ 
Dr. Davidson:- "I assume one of the predominant 
elements in religion to be love; but religious love, as 
Professor Ja•ne s has pointed out, ('Variety of Religious 
Experience') 'is only man's natural emotion of love 
directed to a religious object' •••• 
"And t hose elements, apart from love, which 
thiDugh music find th e readiest association with 
reli gion are a sense of aspiration, of awe, and a 
sense of the mercy of C..od." 
Carlyle, 1'.: 
7
°Cn.fus i c is well said to be the speech 
of the angels; in fact nothing arr~ng the utterances al-
l owed to man is felt to be so d~vine. It brings us near-
to the Infinite; we look for moments across the cloudy 
elements into the eternal Sea of Light When song leads 
us and inspires us. Serious nations, all na tions tha t 
can li s ten to the mandate of Nat ure, have prized song 
and JTiUsic as the hi ghest, as a vehicle for worship , 
for pro phecy, and for wha tever in them is divine. 11 
68/Mursell, J . L. , op. cit. p. 142 
69/Davidson, A., op. cit. p. 85. 
70/Carlyle, 1' . ,"The Opera", Essays 
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(b) Iv!oral Strength 
71/ 
Dr. Mursell: "Music is a moral force because, 
when a pupil learns it as he should, he gains some-
thing of perrr~nent value, something which can be a 
source of strength and stability to hirrj all through 
his life period. The beautiful belongs in the ranks 
of the eternal values. 'l'o be able to enjoy it, to 
enter into it, and to create it, is to have gained 
something which cannot be taken away from one. Other 
things may fail us --- jobs, friends, domestic hap-
piness . Music, of course, cannot compensate for 
these losses. But it has the quality of permanence . 
It remains as a source of solace and relief. I t adds 
a definite and beneficent element to the resources of 
a man ' s mind." 
72(, Lee, Vernon:--- 'This question of the purifying 
power of the beautiful has brought us back to our 
starting point •••• As regards the possibility of being 
good or evil, it is evident from all the foregoing 
that shape as shape, and without the suggestion of 
things, can be evil only in the sense of being ugly, 
ugliness diminishing its own drawbacks by being ipso 
facto, difficult to dwell upon, inasmuch as it goes 
against the grain of our perceptive and empat hic 
activities . 'l'he contemplation of beautiful shape 
is, on the other hand, fav oured by its pleasurable-
ness, and such contemplation of beautil shape lifts 
our perceptive and empathic activities , that is to 
s ay a large part of our intellectual and emotional 
life, on to a level which can only be spiritually, 
organically, and in so far morally beneficial." 
(c) Respect for the Law 
73/ 
van de \'/all , Willem:--rrMusic is , indeed, the 
most efficient general disciplinarian and moral agent 
in prioon management, effecting at once that for 
which modern humane and sensible i mprisonment is 
intended, namely, the changing of bad feelings into 
good ones, the transfer of streams of thought from 
negative and deterimental into positive and bene-
ficial ones, the doing of friendly deeds rather than 
evil ones, the substitution of constructive habits 
for destructive ones." 
71/Mursell, J.L., op. cit . , p . 160 
72/Lee, Vernon, op. cit., pp.l51-152 
73/van de Wall, Willem, op. cit. p. 17 
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74t Griggs, Edward H.:--'In a western state, they have 
recently established a prison band in the penitentiary. 
One of the life-convicts begged to be allowed to play 
the trombone. He was permitted to do so; and bas be-
come fascinated with the instrument. 'l'he other day he 
said, sadly, 'Oh, if I could only have bad this trom-
bone when I was a boy, I never would have got into the 
penitentiary.'" 
(The l ast quotation is used chiefly because it illustrates the 
value of music as an agency to combat lawlessness through the substitution 
of "constructive habits for destructive ones. " ) 
:! 74/Griggs, Edward H., "Music and Citizenship", Music ~~ducators Journal, 
- Chicago, Illinois, March 1936 
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Familiarity with Cultural Inheritance 
Our cultural inheritance, according to Ellwood (ref. 35, p. 14) 
includes both material and spiritual civilization. With the material 
civilization of "tools, weapons, clothing , shelter:; machines an even 
systems of industry" mus ic has only acca:demtal contact . Sailors, for 
I instance, before the days of steam and electricity, sang as they worked 
'I li 
II 
in order to secure the rhythmic co-ordination necessary to accemp~ish 
their tasks efficiently; and t oday many industrial concerns sponser musical 
activities arr~ng their employees for the sake of the strong social feeling 
?5/ 
I thus aroused.-- Strictly speaking , however , neither of these uses of 
I! music should be classed under the topic of "material inherit ance." Music 
is spiritual, and such songs as the sailor's chantey or other similar work 
songs are part of our cultural background and in themselves an important 
link with t he past. As for the modern i ndustrial concern's attempt to 
I improve the morale of its employees through the use of music --- these I 
activities are after all merely a form of "community co-operation" for 
"social welfare." 
No claims are entered , therefore, as regards music's contribu-
t i on to our rraterial civilization. 
, 75/Clar k , Kenneth, Music i n Industry, National Bur eau for the Advancement 
-of Music, New York , 1929, p. 207 
II 
II 
--:J=t- ----·---======:.======== ---
I, 
I· 
' 
I 
II 
I 
I 
i 
I 
II 
II 
II 
I 
II 
'I 
I 
I 
!I 
I, 
1! 
II 
l1 
I 
II 
33 
. !j 
!I 
'I I, 
II 
I' ,, 
I 
Reli gion 
Proceeding immediately to a consideration of the spiritual side 
j of our cult mal inheritance we find "religion", one phase of which has al-
' li 
II I 
'i 
,. 
II 
I' 
I 
I 
ready been discussed under t he title of "A gui ding religious spirit", again 
list. The present aspect is assumed in this study to have to do with thos e 
ways of worship which have been handed down from generation to generation 
and, having always been performed in much the same manner, have become more 
or less ritualistic, exerting an unreali zed influence upon the worshippers. 
Il/jusic has always been called the handmaid of religion. It pre-
I' 
I 
I 
I 
sent status as such is described in the chapter on "The Arts in Social Life" I 
?6/ I 
I 
in the Report on Recent Social ·.rrends.- . 
I 
il 
'I ,,
"At no other time during the week can such a 
large part of America's populat i on be found singing 
as between eleven o'clock and noon on Sunday. 'l'here 
is, however, general dissatisfaction with the con-
gregational singing in most churches. A prom~sing 
step toward its improvement ha s been the revision of 
many hyrnn books, making both words and music more vital. 
Choirs, too, are tending to repla ce quartets or 
soloists, and choir festivals are stimulating the 
movement." 
. ??/ Dr. Mursell Writes in the same veln:-
I "Music should be brough into contact with the 
I 
1 social patterns of our religious life ••• Our church 
1 music has shown a tendency to develop in the direc-
1 tion of a sacred concert, perf ormed by a small group 
'I of virtuosi. But this professional trend represents 
its degeneration. Far-sighted relig ious leaders 
L have protested against it and bave insisted that it 
1
'1 greatly impoverishes the whole act of public worship. 
! Moreover, such a tendency is by no means inevitable. 
1
11?6/Keppel, Frederick P., "The Arts in Social Life " , Recent Social 'l'rends, 
I 
New York , 1933, p. 990 
I . 
1 ?7/l'iiursell, J.L., op. cit. pp.B0-81 
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A humane and wide awake program of music education 
can do a great deal to promote a type of church 
music far more in keeping with the devotional aims 
of religion. We can develop really excellent con-
gregational singing, which is all too rare in America 
under the leadership of a volunteer chorus choir, 
and possibly an instrumental ensemble •••• With the 
recent development also of teaching procedures that 
accord with accepted princip&es of learning for 
little children by which the study of the chant 
becomes an integra l part of their school and musical 
experiences, a way seems open for· the participation 
in the musical services of the Catholic Church by 
the many rather than by the few." 
Once more we take note that, t hough music is an accepted feature 
:1 in Christian worship, yet the attainment of the devotional aims of the re-
\l ligious service depends not only upon the type of music used by more es-
IJ pecially upon the way in which it is performed. 
I 
Cultivation of Beautl 
,, The appreciation of beauty is an important item in our spiritual 
:! civilization and, like all other appreciations and understandings, can be 
! cultivated best through the actual pract ice ef the :art. · I - -
'! "Music" , according to a pamphl~~/ssued by the 
,
11 
Ethical Culture School of New Yor)t:,- "is the most 
universal and i mwediate of the arts in its appeal 
to the sense of the beautiful, although it yields 
its rarer delights only after patient study." 
The importance of the quality of irr~ediate appeal is pointed out 
79/ 
Surette:-
"Now this beauty which the soul of man craves,and 
always has craved , cannot be brought to little children 
in literary form, because they cannot read or because 
their knowledge of words is too limited; nor can it 
~8/ Ethical Culture School, 1'he Course of Study in Music, New York, 1909, p.3 
-,,-
·1 79/ Surette, ·.t·homas, op. cit. pp.37-38 
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be brought to t hem in the form of painting, because 
they are not suff iciently sensitive to color vibra-
tions nor of sculpture, for their sense of form is 
not suff iciently developed. In f act their power of 
response is exceedingly limited i n mos t directions. 
'l'hey can neit her draw nor paint nor read, so t hat 
this beauty which we value so hi ghl y seems shut out 
from t hem. 'l'his were so but for music. 
By singing , and by singing only, a little child 
of five may come in contact with a pure and perf ect 
form of beauty. Not only that, but the child can 
reproduce t his beauty entirely unaided, and in the 
process of so doing its whole being -- body, mind 
heart, and soul -- is engaged. 'l'he song , for the 
moment, is the child. ~·here i s no possible realiza-
tion of the little personality comparable · to this." 
Nor are children the only ones who may benefit by this universal 
I and immediate appeal of music. I All unskilled lovers of the art may find it 
I 
II 
I! 
,, 
!' 
I 
possible through choral singing to come close to t he soul of beauty and to 
obtain through it emotional release and inspiration. 
"There is no other art or craft, or any other 
means of musical e~Dression" , Zanzig states in Music 
in American Life,.§.2/nin which the unskilled individ-
ual can come so near to being an artist himself as 
he can through choral sing ing ••••• " 
A final quotation from one of Dr . van de Wall's mental patients 
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I adds a personal testimony to the accumulated proof tha t music and beauty are 
well nigh inseparable and contribute largely to peace and happiness. 81/ 
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"And if there had been as much beauty, harmony 
and proportion in the other sides of my life during 
my younger days a s there was in my music, I would 
never have become the queer person t hey consider me 
now. The only thing left to me in this miserable 
existence here, which can br ing me anything of 
peace and beauty and happiness , is music-music-music." 
Music in American Life, Oxfo r d Uni versity Press 
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High Standards 
1 As might be expected, continuous exposure to beautiful music 
il dom fails to establish high aesthetic standards. 
i 
II il !, 
j: 
".A person whose tastes have been formed thro~~lJ 
full experience of the best music" writes Zanzig,-
"can play and enjoy jazz and yet be able to rise 
again to the height of the best, but the person of 
unformed taste and unformed technic is not likely 
to have t his ability." 
!j i 
,, And Surette claims that this training of the child's taste is so 
j! importan·~ that it is "the sole justification" for the expenditure of large 
,I 
IJ sums of money on public school music, since it makes them "capable of dis-
, I criminating between @Od and bad."~/ But this is carrying the problem of 
I 
~~ aesthetic standards over into the realm of the ethical and immediately 
!
!arouse a question as to the possibility of such a transfer of influence • 
. !.According to G. B. Shaw it is not only possible but probable: 84 / 
'I ~ I "If young men had music and pictures to interest them and satisfy many of their impulses, they would not go to the low pleasures of the streets; they 
would be too fastidious to do so, for they would 
have an alernative." 
II 
II I, !I II 
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But aside from any aesthetic consideration, music may contribute II 
the formation of ethical standards as is shown in the ease of Jimrr~, one ~~ 
a group of children dealt with in an experiment in character education I 
d to 
:: of 
!I through music 
I 
which was car ried on in the public schools of Washington, 
~~ ~8~2~Zr-a-n-zi'='"'g-,--::O-p-~~·: -c":"i t-. , p. 91 
:, 83/Surette, 'l'homas, op. cit. p. 84 
'1 84/Shaw, G. B., quoted by Iviiessner in"Your Need of Music" 
1 
85/Painter, J:i 'l orence l\J., ".An Experiment in Character Education Through 
,- Musical Experience", Educa tional Method, .April 1937 j! 
I 
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"Jirr~, the notorius young 'criminal in the 
making ', enjoyed his reputation in the corrLmunity 
and horded newspaper clippings and pictures of his 
numerous encounters with the police. The children 
and teacher, through mutual agreement, ignored 
misdeeds until he realized that he had no audience . 
Our expressions of delight at the discovery of his 
musical talent and appreciation made Jirrillzy a more 
purposeful individual in his own right, with a 
socially acceptable goal satisfying to himself and 
the group. He discovered sympathy and understanding 
through reciprocal musical experiences and changed 
his way of thinking from 'I must be bad to have 
attention' to 'I can do something which other 
people like.' He learned to recognize the piercing 
QUality of his own voice and laughingly altered both 
key and pitch when middle C was struck on the piano 
as a reminder. Gradually, as Jimmy began to feel he 
was a competent member of the group, the necessity 
for elaborate praise of success grew less and Jimmy 
reacted normally. Although this boy had been known 
as an habitual truant, he refused to miss band prac-
tice, even when he was very ill. Through participa-
t ion in the orchestra, he discovered a new code of 
behavior and has adjusted nicely to a new situation 
after promotion." 
Mental Growth 
In considering the contribution of music to mental growth care 
II must be taken not to fall into the psychological error of attempting to 
,I 
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show that music has inherent disciplinary values which make it useful as a 
"mind trainer." This fallacy, now disproved, had many ardent aupporters 
in the days when such a thing was considered possible, as witness Henry T. 
86/ 
Tinck in "The Golden Age of Music":-
"Posi t ive proof that music is the best mind-
trainer has come from Magdalen College, where all 
the musical inst'ruction at Oxford University is 
given. 'l'here are many prizes and scholarships. 
Only ten per cent of the students at lWagdelen t ake 
music ; yet this ten per c: cent take seventy-five per 
cent of all the prizes and scholarships. This is 
:I 86/ Finck, Henry T., My Adventures in 
:j - Wagnalls Company, New York, 1926 the Golden Age of Music, Funk and 
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not the record of one year, but the average of thirty 
successive years." 
Now the facts as quoted above cannot be denied. In fact, this is 
only one of many parallel cases which all tend to prove that music and mental 
growth go hand in hand, but the explanation is quite different from the old 
' 87/ 
disciplinary theory. Mursell sets it down thus :-
"A subject becomes an agency for ment a l growth 
only when it comes into contact with actual problems, 
and when it leads to the solution of those problems 
through increasing precision and insight , increasing 
breadth and outlook, and increasing freedom and sure-
ness of self-expression. 'i'here is no doubt that music 
has what are often called 'transfer values'; that is, 
the study of music may beneficially affect the study 
of other subjects in the curriculum. But this is not 
because it produces some magical mental s trengthening 
which can be used any where we like. It is because 
music has natural and broad affiliations and can set 
up the sort of broad and positive, self-confident 
attitudes upon which success in any undertaking often 
depends. If these transfer values are to be realized 
and not lost, this is possible only if we consciously 
organize our program fOl' their attainrr.~.ent." 
We rr~y conclude, then, that music is a natural agent for mental 
growth, but again we observe the implication that how we teach is quite as 
important as what we teach. 
Social Welfare 
(a) social Economy 
As in the case of ''material civilization" music seems to have 
little to do with the fi eld of "social economy" except when considered as a 
possi-ble rr.eans to earning a living . 'l'her efore, since this topic needs no 
further development, music's part in the improvement of "social intercourse" 
will be considered ilmuediately. 
87/ Mursell, .T.L., op. cit. p. 132 
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(b) Social Intercourse 
The very word "intercourse" implies a stream of influence 
j
1 
"running between" certain centers of interest . In the case of society we 
II lj have found that one of the most important of these centers is the home, and 
li !i that upon the family life there depends the kind of influence it will exert 
II . I 
1l upon the corr~unity. Dr. Mursell writes,~ 
II 
,I 
II 
II 
II 
il ,, 
:, 
II 
,, 
" •• • .• the i mportance of the home and the family 
in the scheme of human living has declined. How can 
it be recaptured and restored? Only by creating a 
new cycle of home life activities, which obviously 
must be activities in the way of recreation and com-
mon enjoyment rather than of economic productivity 
Instead of being a center of co rr~Dn labor, the home, 
if it is to retain and increase its stability and 
remain a dominating moral force in society, must 
become a center of common happiness and a place for 
the enjoyment of personality relationships. Once 
more, any use of leisure which favors such ends and 
tends to strengthen the home must be counted worthy. " 
!Wusic's values as a leisure time activity has already been dis-
II 
!I 
!I 
j
1
1 cussed; that it is particularly valuable in the preservation of the home is 
89/ 
I
! further shown by Miessner:-
',1 "Music should receive more consideration than 
it has in the past because of its sociological im-
;1:1· portance. It is a centripetal force that binds 
families and human societies closer together. 
1
.,, There are certain other forms of recreation and 
I 
amusement that might be termed centrifugal forces, 
'I because they tend to disrupt family and social ties. II Home is the keystone of a successful democr1;1cy; its 
II 
disintegration spells ruin to the nation. It be-
hooves us, therefore, to respect and foster a force 
II 
that makes home more attractive and family life rr1ore 
congenial." 
II 
il aa/Mursell, J. L. ~p. cit. pp.78-79 ,, -
il a9/Miessner, Otto, op . cit. pp.49-50 
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If music can bind farrlilies into closer fellowship surely it should 
be able to unify and enrich community life in much the same way . Most 
student s of social welfare believe t hat it does. President Wilkins of 
90/ Oberlin writes:--
"Our present concern is with the ministry of art 
to men and women not as isolated persons but as ' mem-
bers one of another ' , seeking both to live now in 
spiritual neighborliness and to work toward a co-op-
erative society in which fulness of life may flow with 
mutual enhancement from the whole companionship . imd 
we may thiru( of art not only as a glowing element in 
such fulness of life, but as an i nstrument for the 
achieving of such companionship." 
An Zanzig also ci t es music as a specific means for arousing com-
91/ 
munit y interest:--
"Social feeling itself, no ma tter what has aroused 
it, very naturally finds expression in singing or play-
ing; and the very name, "community singing ' betokens 
the opposite purpose: to arouse social feeling through 
singing . After all, a corr®unity is not any group of 
persons or any neighborhood, town, or city. Only where. 
there is rea l interest held in corr®on is there a com-
munity. Singing. or playing has the power of providing 
in itself alone the real interest as well as an expres-
sion of the social feeling arising from the interest . " 
92/ 
Edward Howard Gr i ggs st a~es that,--
" •••• music is the most social of :the fine arts . 
It is the art we enjoy to get her ; and the more there 
are present, the greater is the joy for each one, if 
all appreciate. The plastic arts , sculpture and paint-
ing , define, isolat e, clarify; mus"ic sweeps, fuses , 
unites. 
" • ••• music is one of the greatest instruments 
we ar·e now using in ~raining citizens hip . We do not 
often think of it in that connection~'but '. consider 
90 Wilkins, E. H., op. cit. 
91/Zanzig ,C., op. cit. p . 55 
92/Griggs , E.H., op . cit. 
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the members of-.a high school orchestra: each mus t 
be prepared to lead when it i s his responsibility . 
Each must constantly subordinate himself to the 
whole group , that a composition may be adequately 
and beautifully rendered. If we could get, in our 
adult citizenship, any like the measure of social 
co-operation shown in the members of a school 
orchestra, all the major problems of democracy 
would be solved." 
And, finally, Mursell indicates for us that characteristic in 
music which makes it of so much value in secui•ing corm:nuni ty unification or 
- 93/ co-operat~on:-
"One of the most striking and essential charac-
teristics of music is that it is a social art.. It 
implies social situations. It tends to create social 
patterns of very diverse kinds, and it realizes it-
self properly in only a social environment. All this 
is true of music to an extent which holds of no other 
art, and indeed of hardly any other hurr.tan occupation." 
In the quotation f~m Jriggs given above (ref. 92) it will be noted 
that "responsibilitytr is mentioned in connection with student leadership 
in an orchestra. Mr. Griggs' statement is true so far as it goes, but it 
should be augmented by the thought th at i t is ·not a t the conductor's stand 
alone that this sense of responsibili ty is aroused . It may be found at the 
individual player's desk as well, where every tone produced is par t of a 
blended whole , and one that is missed or brought in at the wrong moment can 
ruin an entire performance . A similar feeling pervades choral groups where 
satisfying results depend so largely upon the individually controlled voices 
of the singers . imd finally, mus ic groups (which have been so organized) 
may develop through their various offices and corrii!ii ttee worl< not only a 
sense of responsi bility but also the self-reliance and independence which 
93/Mursell , J.L., op . cit. p . 64 
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are its necessary adjuncts. 'l'hat these pos sibilities are already being 
utilized in education is shown by Judd i n his chapter on the sub ject in the 
Report on Recent Social 'l'rends. 94/ 
"A number of extra-curr i culum activities, that 
is, activities entirely outside the ordinary routine 
of the clas sroom, are fostered in schools and colleges 
as means of absorbing the surplus energy of young people 
and as means also of cultivating self-reliance and indepen-
dence i n the assumption of respon s ibilities." 
We cannot but conclude, then, tha t the stream of social inter-
course flows more smoothly with music f or an accompaniment than without. 
Better Race Relationships 
"When, in 1921, the French government inYi ted 
t he Harvard Glee Club to make a concert tour of France, 
offering at the same time a considerable sum of rr~ney 
toward the expenses of the trip, a nurriller of indignant 
Arr~ricans wrote to the newspapers, expostula ting a-
gainst a t ype of selfishness which would permit the 
acceptance of such a gift from a country sadly impov-
erished by the recent war. In reply, certain French-
men resident in this country explained that F~ance was 
surely not so foolish as to expend money for something 
which she did not need; tha t to the French, music is 
quite as much a requisite to health and happiness as 
any other great nat ural force such a s water, air, or 
heat; and that, France at the morr1ent was too much oc-
cupied with physical adjustments to make her own choral 
music, was Ame rica to supply the need, establishing at 
the same time throush music, the great corrill~n langu,ge, 
a better understanding between the t wo nations." ~ 
This "great common language" provides a meeting ground for the 
folk of all nat i ons. Misunderstood racial habits and traditions are often 
the cause of unfriendliness and even enmity; but co-opera tive music mak ing , 
94/Judd, Charles H., "Recent Social '!'rends", Education, Chapter VII, New 
York, 1933, pp.357-358 
95/Davidson A., op. cit. 
on the other hand, may be a sour ce of corurrnn understanding, of appreci ation 
for the beauty contributed by others, and of friendliness for all who have 
shared in its emotional richness. 
In his book on"Huru.an Values in Musi c Education" Dr. Mursell has 
described an industrial society in which the subdivisions between the 
various levels of employment have tended to ha rden into social class ifica-
. 96/ tlons.-
"It is quite evident," he writes, "that the 
mutlipl i cation of segregated social classes, and 
the erect i on of barriers in the way of common 
under standings, is exceedingly pernicious, and 
that it threatens the very foundations of the 
social order itself •.• w·hat this rr.eans , in the con-
cret e , i s that education must seek to institute 
ways of action in which all may share . We need 
social patterns which cut across the stratified 
social classes, and in which everyonei..:'-rich and 
poor, tinker , t ailor, soldier , and sai lor" (and 
Dr . Mursell mi ght have added , "native and f oreign 
·born") "---may have an effect ive part •••• On the 
basis of t hese and other consideratioils, we must 
not be fantastic in our claims . 'He cannot believe 
music capable of solving completely this or any 
other great socia l problem. Dut the fact remains 
that it is, in many respect, ideally suited to 
serve as the foundation of active social groupings 
which cut across , and are indifferent to conven-
tional social subdivisions. As I have insi sted, 
it is by nature a social art. It tends strongly 
toward the creation of social patterns in which 
men may come together and be happy together. It 
can give human beings a t as te of the ideal democracy.'' 
Unhesitatingly we may claim that music makes a very definit e con-
tribution to the establishment of better race relationships by providing a 
corrurron ground of interest and by eliminating social barriers to underst and-
ing. i'O understand and like one's neighbor is to be tolerant of his 
96/Mursell, J. L., op. cit . pp. 77-28 
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opinions, to value him for his contributions to common social happ iness and 
welfare. And where there is such friendship there is a firm foundation for 
peace. 
Conclusion 
It has been shown that music pl ays an important part in each of 
the seven ma jor social needs listed at the end of the preceding chapter. 
For this reason it s hould be given a permanent place on the school curricu-
llli~ and should not be allowed to suffer curtailment during any future period 
of financial depression; indeed, it. should r ather be especially enforced at 
such a time, for its values as an aid to emotional stability and mental 
health have been proved. 
VIi th the two sub-topics of "Material Civilization" and "Social 
Econoruyn however, music has little to do. '.i'herefore, in taking the next 
step --- that of building a music program t or the elementary grades based 
on the conclusions reached in the second and third chapters of the present 
study -- no attention will be paid to the development of these t wo items. 
And, finally, in the building of this program, particular care 
will be given to the way in which music is to be used to obtain desired 
results. ·rhe point has been stressed repeatedly and seems, consequently, 
to be of equal importance with a consideration of subject matter . 
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C:FL4PTER IV 
MUSIC EDUCATION IN 'l'HE FIRST SIX GRADES 
"Music is one of the most forcible instru-
ments for training, for arousing and 
governing the mind and spirit of man." 
William E. Gladstone 
Before proceeding further in this study t wo points should be 
made clear. First, the statement at the conclusion of the previous chapter 
that mathod of presentation is of equal importance with the subject matter 
to be presented must not be taken to i mply that the latter is of little 
consequence. That this is not true will be evident upon consulting our 
list of social needs, some of which-- such as the cultivation of beauty, 
the arousing of a guiding religious spirit and certain forrris of emotional 
release -- will be seen to receive their strongest impulse not from method 
but from the type of subject matter and music material used. Second, it 
should be understood that the term "method" as used in this paper does not 
indicate any particular "system" of music instruction such as is generally 
identified by the name of either its originator, sponsor or chief charac-
teristic , but refers, rather, to all the various ways in which music may 
be experienced as well as to any incidental devices by means of which its 
values may be extracted. 
Choice of subject matter, method and rra terial for a course of 
study should be governed by criteria identical for all in order that it 
may be unified. In the present case the first of these criteria will ob-
46 
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viously be based upon our pre-determined Social Objectives. ~his list re-
vised according to the findings in chapter three and slightly condensed for 
convenience in reference, now becorres: 
Social Objectives 
I Physical Health 
II Cultivation of the Emotions 
a. Self-expression (emotional release) 
b. Self-discipline (emotional control)* 
III Worthy Use of Leisure 
a. Richer Living 
IV A Widespread Righteousness 
a. A guiding religious spirit 
b. Moral strength 
c. A law-abiding spirit 
~ Falliiliarity with Cultural Inheritance 
a. (omit --see page 33) 
b. Spritual civilization 
1. Religious worship (mores) 
2. Cultivation of beauty 
3. High standards 
4. Mental growth 
VI Social Welfare 
a. (omit --see page 39) 
b. Social intercourse 
1. Preservation of the home 
--·----------·----·------------··--- -------·---------------------------- -------- ------ --------------- -----------
- - ---- ---- - --- - - -----------·---·------------------------------·----- - -------- - - -·-
*Ii!rn.otional stability and mental health being the natural outcome of a dis-
ciplined self-expression may for the purposes of this chapter be omitted 
frolli the list. 
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2. Community co-operation 
3. Personal respons i bility 
VII Better Race Relationships 
a. Understandings and appreciations 
In making this survey of the field of public school music it must 
not be supposed that all of the present day teaching practices are assumed 
to be either wrong or inefficient. Rather, the aim is to discover among 
them those which will prove rr~st suited to our particular objective and to 
so reorganize them that by their very unity of purpose they will have a rr~re 
effective part in the training of the boys and girls of today for a futur e 
of rich and vital living. And this point suggests that, as our second 
criterian, reference may well be made to the opinions of experts in music 
pedagogy regarding the values of the results of these contemporary practices. 
A' third and last criterian is to be f ound in the fundamental laws 
of educational psychology, for these should be kept in mind in order that 
the content arrangement of the course shall not run contrary to the normal 
phases of child development thus defeating its own purpose. 
·.i.·he point bro ught out in the preceding chapter regarding the 
value of music as a leisure time act i vity (page 28) has a special bearing 
upon the task before us. At t hat time the conclusion was reached that, 
since music contributes to so many of the characteristics of a better social 
order, and since t hose particular characteristics find their richest period 
of development in man's free hours, then music should accordingly take a 
place in the front ranks of \rorthwhile l eisure t ime activities. Following 
the same line of reasoning we may conclude that the leisure time values of 
·-------------------
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music automatically become the chiefest of all its values and their estab-
lishment the gpal of all music education. 
Man does in his leisure time the things which please him most . Is 
it not, then, obvious that his early school experiences must foster such a 
love of music that it will carry over as a spiritual necessity into these 
precious, more personal hours? Dr. :rvJursell has called this attitude 
"musical amateurism" and decla:J!ed . his own conviction as to its fundamental 
importance in music education. 95/ 
"'l'he primary and controlling aim of a pro gram of music 
education in the school is effectively and intelligent-
ly to promote musical amateurism. We wish so to edu-
cate young people that when they leave us they will 
have both the desire and the ability to find a con-
tinuing place in their lives f or musical activities 
of the highest possible level. On this our work should 
center. By this it should be judged. Here is the 
fulcrum about which to organize a balanced curriculum 
in music education." 
An illuminating interpretation of the word "amateur" is given by 
Zanzig in "lv1usic in American Life. tt-
96
/ 
"The gpod word, amateur, has fallen into bad com-
pany--it has come to be associated only with mediocre 
or careless performers and their performances--and 
needs to be redeemed before we can proceed with it. 
Its true and original meaning is, of course, a 'lover' 
or a pursuit carried on only for the love of it. So 
it has to do not with a degree of skill--the lowest 
degree, the next being 'semi-professional', and then 
professional--but with an attitude. It refers, or 
should refer, to the kind of enthusiasm that Emerson 
meant when he spoke of the arts themselves as'the 
daughters of enthusiasm'." 
The major objective for our course of study, therefore may very 
95/Mursell, Jaru.es L., "A Balanced Curriculum in Music Education", Education 
--Boston, May 1936 
96/Zanzig, Carl, Music i n Americ-an Life; Ox:t;'ord University Press, p. 61 
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well be rormulated thus: to develop musical amateurs through the arousing 
or such an enthusiam ror music that it will carry over into after- school 
years and result in continuing and ever ri cher experiences with the art. 
Enthusiasm for music depends , of course, upon music appreciation • 
.And appreciation --"a proper estimate of value," according to Webster--
can only result from a wide range of contacts wi th the subject under con-
sideration. Listening is perhaps the most universal way of experiencing 
music, and it is safe to say that man can no more appreciate music to the 
full with an untrained ear than he could appreciate painting if he were 
semi-blind. Gehrkens insists that "Training in listening is almQst the 
97/ beginning and end of all music education." -
But music appreciate means far more than just listening. Zanzig 
~ says, "The most effective means of increasing appreciation of music is 
through actual participation in it in some way . " 
such an attempt to re-create a composer's thought and m.ood through 
performance .is a powerful aid to the understanding of his message and the 
participant, with John Dewey, can say, "I YJlOW because I have experienced." 
A third approach is through creative activity. Quoting Gehrkens 
99/ 
again,-- "Creative work, then, and especially original composition, is one 
of the most potent devices for furthering the thing called music apprecia-
tion." 
The reason for this is sirrdlar to that given above: in the act of 
97/Gehrkens, Karl W. , Music in the Grade Schools, C. C.Brichard Company, 
--Boston,l934, p . l08 
98/Zanzig, Carl, op. cit. p. 104 
99/Gehrkens, Karl W., op. cit. p. 27 
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creating , as in active participation, experience gives a sympathetic insight 
into the compositions of others. 
In naming these three sources of music appreciation wa have also 
named the three principal means of musical expression. 'l'hese are not 
activities new to the schoolroom; rather, they are of comparatively long 
and accepted recognition. Yet they have certainly not always been success-
ful in arousing that general enthusiasm for music at which they are directed. 
It is evident that our analysis of music appreciation must probe more 
deeply in its search for conditions under which these experiences will be-
come more effective. 
100/ Zanzig furnishes a lead when be suggests that,--- "The quali ty 
of the performer's own state of mind and feeling determines the value of 
the whole enterprise to him," and adds, 
"To get si:p;ging and playing beyond the school 
door we will have to make them so full of genuine 
meaning, so fused and blended wi th the expanding 
interests of real life, that t hey will become ••••. 
natural and essentia l t o the individual. ••••• " 
Somewhat similar is a second important characteristic of effective 
h . d · t d t b D f back as 1'n 1909. 101/ teac 1ng proce ure po1n e ou y ewey as ar 
and 
"The school", he wrote, "cannot be a preparation 
for social lif e excepting as it reproduces, within 
itself, typical conditions of social life," 
. 102/ 
aga1n,-
11The inf ormally social side of education, the 
aesthetic environment and influences, are all im-
100/Zanzig , Carl, op. cit. p. 261 
101/Dewey, John, W.10ral Principles in Education, Houghton-Mifflin Company, 
---New York, 1090, p. 14 
102/Dewey, John, op. cit. pp.56-5? 
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portant. In so far as the work is laid out in regu-
l ated and formulated ways, so far as there are lack-
ing opportunities for casual and free social inter-
course between pupils and between the pupils and the 
teacher, this side of the child's nature is either 
starved, or else left to find haphazard expression 
along more or less secret channels." 
His words received unsolicited confirmation in 1937 in an address 
delivered by George E. Medalie, President of the Jewish Board of Guardians , 
during a public discussion in New York of the causes of juvenile delinquency 
d "t d" 103/ an 1 s reme 1es.---
"Vie are sure, at least, that one of the contribut-
ingc factors to crime and delinquency is to be found 
in the anti-social attitude, developed in childhood 
which can be minimized or eradicated by painstaking 
effort that will prevent the hardening of these 
tendencies." 
Now , we have already taken account (ref. 17, 19, chapter two) of 
the i mportant part emotional express ion plays in the development of socially 
adjusted individuals, and also of Dr. van de Wall's experiences (ref. 53, 54 
chapter three) with music as a direct means for cultivating and controlling 
such expression. iJ!hat it is the emotional content of music which renders 
it so strongly appealing and thus essential to the purpose in hand is in-
104/ 
dicated by Dr. Mursell in the following statement:---
110f all the sensory media,tone is most clearly 
connected with err~tion. ~his is a psychological fact. 
'l'hus music is the most purely and typically emotional 
of all the arts. Here we find its essence. ~his 
must be our chief clue to its proper educational 
treatment, for it is the central secret of its human 
appeal and its power in the lives of men. Education 
in and through music must mean , first of all, partici-
pation in noble and humanizing err~tion." 
103/Medalie, George z., Address: Public Education Associ at ion Luncheon, 
New York 'l'imes, January 17, 1937. 
104~mrsell, J.L., op. cit. p. 35 
----~------- ------------- ---- ____ ___ _ ___ _;:..=.:::.:-==::::.:..:::....-=:=·-- - ------·--- ----
52 
==-·--------1 ·-:-:-..::.=-...::::== -=--== = ==--===-==--===--=--=== ==--== 
I 
I 
~~om the above we have thus ascertained the first three necessary 
aspects of any music teaching situation which is to induce true apprecia-
tion ; it must be based on Real Life Interests, be presented in a social 
Situation, and provide Err~ tional Appeal. 
Closely related to and conditioning our choice of Real Life 
. 105/ Interests are Age Level Interests . Seares wr1tes,---
"Education as a mere preparation for adult life 
defeats its own end . The best promise of a socialized 
man is a socialized boy, competent to meet his situa-
tions and to rrieet the total life-situation as far as 
it is possible for him to face it. 
"Education would have been saved from untold 
waste and confusion if educators could have kept in 
mind that it is perfectly respectable to be ten years 
old . ~here is a rich, effective, socially contri-
butory life for a child of ten. He is not merely 
preparing to be something else, he is fully entitled 
to his own childhood experience. 'l'here are, to be 
sure, so me experiences quite natural to him, quite 
rich and joyous for him, which are more valuable than 
some others because they lead forward to more mature 
living. 'l'he educator selects these and opens the 
way for him to enter them." 
It is in the choice of experinces such as these that a knowledge 
of educational psychology is necessary, for there are certain general im-
pulses and desires corr~on to all children of the same age upon which the 
selection must be based . Children in the primary grades , for instances, 
are in that period of development known as the Sensory Period , a time o:f 
strengthening the "sensori-motor curcuits that have been partially estab-
106/ 
lished by inheri t ance ." -- Of these children Dr . Henry 'l '. Moore has to 
105/Seares, 'l'heodore G., Religious Education, University of Chicago Press, 
Chicago, Illinois, 1928 
106/Gifford, 'iv.J. and Shorts, C.P., Problems in Educational Psychology, 
----Doubleday,Doran and Company , Inc ., Garden City New York,l93l, p.298 
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''The average chil d of f"ro.m six to eight years 
has as his most marked physica l charac terist ic the 
love of free movement whi ch involves the whole body. 
Boys and girls are exactly alike in this , as in 
most respects at t hi s age . Both relish the same 
kind of strongly marked rbyt rurric activit y , and both 
tire and l ose interest quickly in the face of long 
exacting requirements, such as pro tracted violin 
practice . 
"The literat ure on child psychology abounds in 
illustrations of the rapid shif ting of attention 
nat ural to the undeveloped child of this age •••• It 
is true that a ttention cannot be forced, but must 
be attracted; ye t it is i mperative that it should 
be held for reasonably long periods if any real 
educat ional ViCrk is to be done. 'l'he natural appeal 
of strong rhythm and of l ovely tones offers the skill-
ful teacher an invaluable resource for developing a 
secondary at tention based on interest and training . 
".After shifting attention , the next general 
ment a l t rait of t his age is an almost exclusive 
interest in the concrete l'ather than in t he abst rac t ••. 
"It follows that his span of at tention for the 
sheer t onal mat erial of music will be comparat ively 
narrow , unless the teacher is at extra pains to make 
the material mean somet hing to him." 
The period corresponding to the elementary grades is known as the 
.Associative Period , so called from the increased abili t y of the child of 
thi s age to grasp logica l int er-relationships . 
lOBI 
Dr . Moore writes ,--' 
"During this period the ch ild's at t i t ude in 
regard to physi cal ac tivity shifts from one of 
satisfaction wi t h mere out put of energy to one of 
interest in the successful control of objects . 
Skill begins to appeal to him as the end of 
ac t ivity . Every month finer mot or ad just ment s are 
being formed , and with therr1 comes an increasing 
curiosi ty about concrete t hings and a desire to 
manipulate them ••...• 
"The urge · for personal independence is shown 
i n many ways , such as the strong interest in in-
107/Moore , Henry 'li., 111usic ~~pprec iation in the Schoolroorr, , Gin Giddings, 
--- Earhart , Bal dwin , Newton, 1926, pp.27-28 
108/'~1oore , Henry T. , op . cit. pp . 28-29 
54 
- ----n===--=-===- ---=-=--==---=--===· =-=-====--=-=-====--=--==--=--=--==--===-..=-=---
dividual rather than team rivalry, and the tendency 
to pret end i ndifference to the attainments of other 
children of the san:ie age •• •••• • 
"Bentally the greatest ga ins a t this period 
have to do with memory and reasoning . i'he advance 
in immediate merr..ory for concrete things, accorr..panied 
as it is by an increased capacity for retention, 
makes for a rapid irr..provement in verbal learning 
and in all kinds of s irr,ple Iilemorizing . At the sarr.e 
time logical relations begin to have s uch a compelling 
impoi·tance tha t the child is qui ck to sense any ab-
surdity of statement having to do with things with 
which he is familiar. His imagina tion is peculiarly 
alive to the realistic side of life rather than to 
the emotional and idealistic s ide, tha t appeals to 
birr, so strongly a few years later . " 
.Another interesting analysis of child impulses is made fro m a 
. . 109/ 
slight ly different angle by Bonser in"Life Need s and .Educa tlon." -- He 
wri t es: 
"'l'here are six k inds of i mpulse s naturally ex-
pressing themselves in children, which are a iH of 
fundamen"t a l value in education and life. 'l'hese are: 
1. 'l'he impulse to play, expressing itself in 
games, spor t s, i mitative adult activi ties, 
and co mb ining vJ ith other impulses t o give 
satisfaction in activity for its own sake . 
2. '.i'he i mpulse to n,anipul ate, developing into 
cons t ruction activities. 
3. The impulse to investigat e , developing into 
inquiries about science , geography, history , 
mat hematics, t he industries and e verything 
else that appeals to curiosity . 
4 . 'l'he i mpulse to communicate , 1.vh ich develops 
into langua ge, reading , writing and an 
interest in literature . 
5. The impulse to art experiences , growing into 
expressions and enjoyment of beaut y in form, 
color, music, poetry and dramatics . 
109/Bonser,Frederick,"Life Needs and Education" Bureau of Publication 
---Teacher's Colle ge , Columbia Univ ersit y , 1932 , p . 182 
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6. the social impulse, developing into ways 
of sharing co-operatively with others any 
kinds of activity that are of common 
interest and f or the common E,OOd ." 
-=..:.====--===---==--------------
To sum up the above analysis briefly: the primary child is charac-
terized by physical activity, shifting attention, and inability to compre-
hend abstract ideas; the elementary by developing skills , the urge to per-
sonal independence, and the growth of memory, reasoning power and realistic 
imaginatibe ability . .all children feel to a greater or less degree the 
impulse to play, to manipulate, to investigate, and to communicate, as well 
as i mpulses toward art and social experi ences. 
While these are , to be sure , the general characteristics which we 
must bear in mind when selecting and arranging our course rr~ terial accord-
ing to Age Level Interests; psychologists go on to warn us of the added 
necessity for making special provision for individual departures from the 
norm. Nor is this the end of the rratter. Our task is fur t her complicated 
by the fact that educational tradition insists, at the same time , upon a 
more or less standard rate of progress in the acquisition of subject rratter . 
'l'O reconcile these points of view is part of our problem. Dr . Gehrkens o f fer 
the following solution:l!£/ 
"The child loves music; he is living in the pre-
sent. 'l'he music supervisor loves to teach; he is 
looking toward the future. Both viewpoints are legiti-
mate, both must be reco gnized, and the work .must be 
organized so as to include approaches that will meet 
both needs. 
"Interest can be maintained only when there is 
steady advance in skill, in knowledge, in increased 
power of some kind . 'l'he ideal type of teaching com-
bines these t wo, each lesson including some activtty 
110/Gehrkens, Karl W., "Viewpoint of the Music 3duca tor", M. S.N. C. Yearbook, 
--- 1928, p . 214 
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from which the pupil gets musical enjoyment at that 
very time; but, in general a t any rate, providing 
also for some form of activi ty whi ch looks to the 
development of still greater power and skill with 
its almost inevitable accompaniment of greater en-
joyment in the future .rr 
In the above observation Gehrkens has also suggested another con-
dition necessary for the development of an enthusiam for music whi ch will 
carry over into l a ter life --- namely, provision for Growth in Power. Al-
ready, under the title of 11Iv1ental Growth" , thi s characterist ic has been 
found to be one of the needs of a better social order. It therefore assumes 
double i mportance . How is it to be s ecured? 1111 Dr. Mursell sta tes concise:ty', 
"Mental growth begins always wi th the sense of 
a challenging problem. Hut it does not end there. 
1'hrough accepting and overcoming the challenge, one 
must move toward an increasing precision of grasp 
and fineness of insight." 
Psychologists insist that the will to learn is a necessary factor 
of all real learning , and this condition is assured in the act of perceiving 
and accepting any educational challenge. In addition to the "increasing 
precision of grasp" gained in carrying the problem through to a successful 
solution, there are also spiritual values to be found in the attendant pride 
of achievement. As Miss Helen Heffernan, Chief of the Division of Elemen-
112/ 
t ary Education and Rural Schools in California, points out,---
"Children find joy in rr,aterial with which they 
can succeed. It is the responsibility of the teacher 
to build gradually so that progressive growth re-
sults. 
"Children must grow constantly and know that 
they are growing. 'l'he speed of development is not 
111/Mursell, J.L., op. cit. p . 113 
112/Heffernan, Helen , "Point of view in Music Education", M. E. N.C. Yearbook , 
--- 1937, Chicago, Illinois, p. 53 
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so important as its continuity and the child's satis-
faction in his accomplishment. At no time should the 
child be permi t ted to feel that he is l acking in 
musical ability •••••• Only a teacher who has tried to 
restore the confidence of a child in his own ability 
knows what a painful process of re-education must 
take place . " 
The importance of this angle has also been emphasized by Dr. 
William E. Grady, Associate s uperintendent of Schools in New York City . In 
an address delivered at the previously referr ed to public disc.ussion of 
juvenile delinquenc;y (ref. 103) he said in part113/ 
" •••• school failure at any level gives rise to 
emotional maladjustment, frustration and inferiority 
complexes that are often the bases of much juvenile 
delinquency." 
But challenge and successful solution are not the only conditions 
114/ for growth. Bonser says,---
"The conditions of growth include freedom for 
choice for experirr1entation, and for a wealth of 
experience in the enjoyment of the beautiful." 
115/ 
And Kirkpatrick in his "Credo" stated his belief that,--
"In an environment offering opportunity for 
free cho ices, the child develops in the lines of 
his great est natural ability ." 
Life itself is made up of a constant succession of choices, and 
these in turn are guided and colored by the background of experience 
brought to bear upon each decision. In music, as elsewhere, this back-
ground is vitally important, so, while we provide opportunities for experi-
113/Grady, William E., Adress: Public Education Association Luncheon, New 
---York ~imes, January 17, 1937 
114/Bonser, Frederick, op. cit. p. 143 
115/Kirkpatrick, E. A., Credo, 1916, Quoted in "Hickory Stick" 
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mentation and choice, we must also see to it that the standards which govern 
each decision are kept hi gh by means of a "wealth of experience in the en-
joyment of the beautiful." 
It is obvious that the student who has perceived and accepted a 
challenge , experimented wi th his rrillterial , made choices in the light of 
past experiences, who has felt the glow of satisfaction which comes a t 
overcoming a challenge successfully, this student will feel the urge and 
the self-confidence to use his newly acqu:L.:Jted' abili t y in self-expression. 
"One of the most important f actors in m7::tal 
and personal growth," claims Dr. Mursell~ "is 
the overcoming of undue repressions and progressive 
achievement of the power of free self-expression ••. 
Our aim !Ii.Ust always be a discipHned freedom , a 
disciplined self-expression, which of course in-
volves learning NOT to do certain things, because 
they are i mpediments for free action." 
It seems necessary, then to provide opportunities for disciplined 
self-expression as well as for experimentation and choice and for rich 
experiences wit h the beautiful. 
But mental growth must not stop with the imrr"ediate situation. 'l•he 
student's i nt erest should reach out to assimilate related knowledges . 
117/ 
" ••• Indeed, one may go so far," states Mursell--
as to say that the study of any subject becomes truly 
educative in so far as it leads the mind beyond the 
confines of that particular subject." 
This process will be recognized as that corrmonly known as either 
"integration" or "correlation" depending upon the point of view. Gehrkens 
thus explains the di fference between the two and at the same time warns 
118/ 
of dangers to be guarded against in their use:---
116/Mursell, J.L., op. cit. p. 125 
11?/IVIursell, J.L., op. cit. p. 121 
118/Gehrkens, Karl W., "Editorial" Music Educators Journal,February 1938 
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"Integration means unifying the work in several 
subjects or in the various divisions of one subject 
in such a way that some fundamental aim is achieved . 
CORRELNPION is merely pointing out or becoming aware 
of relationships between various subjects. In in-
tegrat ion there is always a central, unifying idea 
or topic; in correlation the relationships are more 
incidental. So far as music is concerned , the dan-
gers in the case of both correlation and integration 
are (1) that the correlation will be in the case of 
the Words only; (2) that in emphasizing the connec-
tion between music and other sub jects we shall lose 
sight of the function of music as an exalting and 
stimulating experience PER SE and of the necessity 
of studying the details of music in accordance with 
some well-ordered plan of procedure t hat by succes-
sive stages of synthesis- analysis-synthesis will 
cause the pupil gradually to achieve knowledge of, 
skill in, and love for music as an ar t." 
Let us compare with this various other opinions on the subject. 
Russel v. Morgan: 119/"Correlation and integra-
tion have made great headway in the general education-
al program. •£hey have real value and are justified 
when used in a manner that will strengthen the un-
derstanding and appreciation of music •••• 
"One warning might be given here concerning the 
danger to music as a subject possessing its own in-
tegrity of artistic purpose: to use music as the 
handmaiden of other subjects seems unsatisfactory 
from every angle. .Music as an art experience has 
something of great value to give to the human race 
wh ich can be secured from no other act i vity, and be-
cause we do believe in its value so strongly, we 
should be determined to protect it from prostitution 
by the other subjects of t he curriculum." 
120/ 
Otto W. Miessner:--~'\Vhat about thi s ma tter of in-
tegrating music with the other activities of the 
curriculum? 'l'his paper has attempted to show, 
t hroughout, that music is integrated experience, 
that it is inseparably bound up with life, and that 
it will be best understood and loved if this rela-
tionship is maintained. r5usic and religion , music 
119/Horgan, Russel v., ":Modern 'l'rends in School Music " , M. ~ . N .C. Yearbook, 
-- 1937, p. 45 
120/Miessner , Gtto W., "Music as Integrated Experience", M. E. N.C. Yearbook, 
1937, p. 122 
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and drama, music and dance, music in work and in 
play--in short, music in the everyday lives of 
t he people, is what gives it meaning. 'l'herefore, 
the music teac her will seize every opportunity that 
permits the children to experience music in rela-
tion to other activities of t he curriculum. But 
we must insist that ever emphasis upon any of these 
related fields of experience may easily result in 
a co :t·responding under emphasis upon mus ic itself, 
to the extent that music rray lose its own identity 
or integrity." 
Lilla Belle Pitts: 121(,Associations are often 
valuable and significant, they also may be far-
fetched, and absurd. Our criteria should be the 
development of UL~derstanding and discrimination 
in our pupils. Associations which definitely en-
large the scope of musical appreciation are worth-
while." 
We conclude that music experiences must and should be correlated 
with other activities where the association is mutually significant; that 
within the scope of music itself all experiences, together with any con-
tributary correlations, must be so integrated as to preserve its identity 
and integrity; and that the underlying purpose of both correlation and 
integration is really the furtherance of our previously accepted general 
airr1 ; that of increasing music appreciation. 
Mr. Gehrkens, it will be noted ( ref. 120) emphasized the "neces-
sity of' studying the details of music in accordance with some well-ordered 
plan of procedure." We have already found that success in order to be an 
agent for mental growth, must be achieved in matters of progressive dif-
ficulty (ref. 114). . 122/ As Dr. Mursell puts 1t...,--
"A program which is all stimulation , all en-
thusiasm, all sentiment f'or beauty, but which in-
121/Pitts, Lilla B. , Music Integration in the Junior High School, c.c. 
-- Brichard, Boston, 1936, p. 33 
122/Mursell, J.L., op. cit. p. 119 
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volves no rigorous, ordered development is profound-
ly defective. It may furnish the conditions for 
initiating mental growth, but it does not provide 
the condit i ons for its continuation. Never thiruc 
that music education is going ahead satisfactorily , 
if all that it means is just the joy of si~ging 
songs, or the pleasure of listening , or the fun 
and interest of composing . In and through these 
things there must be a sequential growth towards 
a valid musicianship ." 
Summing up all the conditions necessary for growth which we have 
discussed we find included , 
1. Acceptance of a challenge. 
2. Experiences wi th the Beautiful(standard formation) 
3. Freedom for experimentation and choice. 
4. Successful achievement. 
5. Opportunity for disciplined self-expression. 
6. Correlation and integration of rr~ t erial. 
7. Progressive arrangement of successive problems. 
It must be remembered that these seven items contribute to but one 
of those various factor already listed as i mportant in the development of 
music appreciation. How is it possible that all can be adequately provided 
for wi thin the comparatively brief time usually allotted to music in the 
public schools? The project or activity plan of work has many qualifica-
tions which render it ideal for the situation. In fact Dr. Wrursell claims 
123/ 
that,--
"Musica l activities, musical projects are the 
essential stuff of our balanced curriculum--musical 
activities varied and diversified, yet all conscious-
ly and scrupulously pointed towards a single end ." 
123/Mursell, J. L., "A Balanced Curriculum in Music Education", Education, 
-- May 1936, Boston, p. 521. 
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and in another place he points out values inherent in such musical 
l24/ 
which arr~ly justify his statement.---
I 
I 
I 
I 
I 
II 
II 
I 
I 
II 
I 
!I 
( 
I 
I 
I 
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"Music, however, more than almost any other 
school subject, natm~lly arranges it self into 
significant undertakings, each one of which carries 
with it a genuine challenge. Its whole genius is 
contrary to the lesson organization and propitious 
to the project organization. And musical projects 
need never be far-fetched or irrelevant to the firm 
acquisition of solid masteries. Musical masteries, 
indeed, are only to be acquired in connection with 
musical projects. 
"If we have a series of lessons, no matter how 
skillfully constructed and nicely graded, the prob-
lem for the individual is one of conforming, of 
meeting a fixed and for him an arbitrary requirement. 
The question inevitably becomes; can he learn these 
lessons as well as or better than the average? ••••• 
This is the real source of that sense of failure 
which broods, like a miasma, over so many school 
enterprises ••• 'l'he project form of organization pre-
cisely avoids these difficulties. ~here is now no 
average standard, i mposed in advance, to which it 
is the task of the individual to conform. 'l'here is 
only a joint andertaking, to which he is asked to 
make his own personal contribution. Of course, 
differences still exist •.•• But the point is that the 
child of limited endowment is not condemned to any 
sort of failure. On the contrary, he makes his own 
personal success, and its inferiority to the success 
of some one else is not pushed into prominence." 
Nor is Dr. I/Jursell the only charrlpion of the project plan. 'l'here 
are many other authorities unquoted here who feel as he does. One final 
bit of evidence is offered because of its practical application. Since 
1934, New York City has been conducting an experiment to determine the 
merits of the activity program for the ordinary public school. In an 
article written within two years of its initiation the following statements 
125/ 
were made:--
124/Mursell, J.L., op. cit. 
125/Whalen, Mary 11 ., "l\;J"usic 
.Qll._,__J:L 5 31-5 
pp. 105, 150-1 
in an Activity Program", Education, May 1936, 
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"In every case this informal approach has won 
the children. 'l'hey anticipate and delight in their 
music activity program since emphasis is laid upon 
the the participation of every child •••• 
"The socialized values appear as the children 
are becoming more tolerant of different peoples , 
t he ir customs and their musi c ••••• 
"The children's choice and standards of songs 
have certainly i mproved. Many songs in demand last 
year were not of much musical va lue but some were 
given to utilize the interest and serve as a basis 
for comparison and the beginning of better music. 
'l'he children began to realize for themselves that 
even though they worked hard they could not attain 
artistic results if the song material was poor. 
They experienced this reaction themselves and so 
today are trying in their own way to select music 
tha t will satisfy their new knowledge and wider 
practical experience. 
"It is interesting to note the transfer of the 
songs from t he school to the home life and in some 
ca ses t o the home of relatives •••• 
"The spirit and joy t his music period brings, 
argues well for the active participation and interest 
in music for the future of these youngsters. 'l'he 
activity music program does no t stop in the class-
room. 'l'he children are eager to share their songs 
wi th other groups and many fine assembly programs and 
interclass visits result from their learnings ••••• 
"The results of the act ivity program thus far 
show that each grade of intelligence is apparently 
being satisfied and i mproving according to ab ility . 
'l'he dull group is responding beyond expectations ••• 
By the encouraging of their attempts, they have 
developed a self-confidence that has brought about 
a miraculous change •••• 'l'hese youngsters do notre-
spond to fomial teaching but t his experience through 
handling material, responsibility and team work, is 
giving them the life tools th ey will need when they 
are placed in life situat ions. " 
There can be iittle doubt after examining such an array of evidence 
that the various phases of the music pro gram should be presented in the form 
of projects or of integrated units of work . 
Two dangers are inherent in this met hod, however. 'l;he first is 
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perceive his goal and find it desirable before any real learning can take 
place. The danger is that the teacher will fall into the error of the 
early progressive school and, .instead of guiding the c hild's shifting 
interests toward a preconceived goal, blindly follow what may too often prov . 
to be but a passing whim. 'l'he goal must be accepted, it is true, but not I 
necessarily chosen by the child, for in the very act of accept ance the will 
to learn is aroused. 
. 126/ As Dr. ii"ursell puts lt,--
"While we cannot make another person work , this 
is very far indeed from meaning that we cannot incite 
and guide his effort. We i ncite his effort precisely 
by interesting him in wha t we want him to do. In-
stead of telling him that he must learn such and such 
an assignment, or suffer sundry penalties, we present 
to him an appealing and significant undertaking. i:Ve 
still, of com·se , exert some pressure. (Ve do not 
·wholly abandon t he imperative mood in dealing with 
him, but the pressure is directed entirely toward 
getting him into a project which, once entered upon, 
will provide its own momentum." 
The second danger growi ng out of t he lack of a well-ordered plan 
of procedure, is that, in t he fascination of integrating many experiences, J 
'l;hese ·1 the requisition of certain fundamental knowledges will be neglected. 
primary learnings have to do l a r gely with the rrastery of the score, a sub-
ject about whi ch there i s still so llie disagreement among educators as to the 
ri ghtful place in the music curriculum. Until quite recent ly sight reading 
skill was in rr.lBny cases over emphasized and made the end as well as the airYl 
of a ll music education. Gradually, however, since the fact that there is 
little actual demand for expert sight readj.ng in re al life ha s been taken 
126/Mursell, J. L., op. cit. p . 316 i II 
I 
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into consideration, the ability bas been more sensibly evaluated and is 
now sough~, not as an educational objective in itself, but as a means of 
gaining a firs~ hand knowledge of good music and of clarifying and organiz-
ing musical experiences. It is treated not as a point of attack but as an 
outgrowth of some felt need; it becomes a concomitant learning in the im-
mediate experi ence of musical performance or creation rather than a pre-
paration for some vaguely perce ived future goal. 
Lilla Belle Pitts in her book on ''l'!iusic Integration in the Junior 
Hi gh School" expla ins bovJ th e acq_uisi t ion of' these primary learnings is 
provided for . . 127 I ln the proJect method.---
"Every unit is a link in the chain of ex-
periences which enable pupils to make practical use 
of the tools of notation. Every unit has its con-
tribution to ma ke in advancing the power to think 
in terms of musical expression. 
"Several units in those listed for each grade 
embody similar object ives centered about different 
subject matter . The aim of every unit is to so 
organize a varied but Iheaningful body of subject 
matter which includes suitable learning activities, 
that the results will be the rr.astery of definite 
musical understandings demands a repetition of 
problems from different angles of approach ." 
We may conclude, therefore , that both the above dangers will be 
reduced to a minimum if the proposed unit of work is "appealing , '' "Signifi-
cant," and well "organized." '!vi th some slight changes in terminology these 
characteristics will be seen to be identical with those necessary to stimu-
late a growth in music appreciation . This fact would seem to prove beyond 
doub t tha~ the music project is the most direct means to music appreciation. 
127/ Pitts, Lilla B., op. cit. 
I! 
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Before proceeding to the next step in our t ask , the exathina tion 
of i ndividual t ypes of nmsic experience in an effort to construct effective 
musi c projects for use i n primary and elementary grades, a ll previous find-
ings ar e here surnmarized in order tha t we may have before us as a guide a 
concise list of all those necessary conditions wh ich should be cons i d ered 
when the construction of a program of musi c study is under considerration. 
A. Social Needs 
I Physical Health 
II Cultivation of Errmtions 
Self-express ion ( e.mot ional release) 
Self-discipline (emotional control) 
III Leisure 'l'ime Use (musi cal amateurism) 
Carry-over values 
IV Righteousness 
Religious spirit 
Horal strength 
Law abiding spirit (so cial adjustment) 
V Spiritual Culture 
Religious mores 
Experience of beauty 
Hi gh standards 
I•.,rental growth 
VI Social Int ercourse 
In home and commUllity 
Personal responsibility 
VII Better Race Relationship 
Under s t andings and appr eciations 
B. Project Requirements 
I Appealing; Significant; Well planned. 
a. Based on real-life interests 
b. Presented in a social situation I 
c. Emotionally appealing 
d. Based on age-level inter8sts (I 
e. Providing for growth 1 
1. Challenge II 
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2. Experience of beauty (standards) II 
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4. Success 
5. Disciplined self-expression 
6. Correlation and integration 
7. Progressive arrangement of material 
C. Psycholo gical Characteristics 
I Sensory (primary grades 
Phy~ical activity 
Shifting attention 
Unable to comprehend abstractions 
II Associative (Elerrentary grades) 
Developing skills 
Personal independence 
Growth of reasoniRg power and memory 
Realis tic imaginative ability 
III Common Impulses 
1'0 play 
'l'o manipula te 
To investigate 
'l'o communicate 
'!'oward art experiences 
'l'Oward social experiences 
I 
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CHAPTER V 
SPECIFIC ACTIVITIES 
Delightful task! to rear the tender 'l'hought, 
~o teach the young Idea how to shoot, 
'l'O pour the fresh Instruction o'er the Mind, 
fo breathe the enlivening Spirit, and to fix, 
The generous Purpose in the glowing Breast. 
fhomson. "The Seasons, 'Spring '" 
In the preceding chapter the teaching methods discussed were so 
general in context as to be applicable to alrllost any other topic in the cur-
riculum. · i'he present chapter will deal more specifically with rrethods and 
subject matter suited specifically to the teaching of music. 
'lle have already decided that t he project of activi ty method is the 
advisable way of presenting subject matter, but since .some false impression 
may still linger about the word "activity,n let us refer to "Creative Ways 
for Children's programs" by Murray and Bathurst for a definition of the 
128/ 
term.-
"An activity unit .may consist largely or even 
wholly of activities of study . It is a mistake to 
assume that all the activities of the newer schools 
consist of manual work and noisy enterprises . '' 
The mere learning of a new song, then, may be a project provided 
the children recognize and accept the need or purpose for it. 
I ~urray and Bathurst, Creative Ways for Children's Programs, Silver 
Burdett Company, 193$ Boston, p. 52 
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Again, all projects should be surr~arized in some way to make an 
effective educational close. More of ten than not this summary t akes the 
form. of a performance or prograru. Especially is this true in the field of 
music, whether the clirr~xing event be associated wi th some other related 
subject to which music has made its contri bution, or whether it is centered 
in music itself and takes the form of a concert prepared by one group for 
another with whom it wishes to share the fruits of its labors and the joys 
129/ 
of its accomplishment. 'l'o quote "Creative Ways" once more:--
"The place of music in sc hool programs can 
scarcely be over-estirr.ated. 'l'here is perhaps no 
school subject and no program activity that contri~ 
butes more to fine living than good music." 
For convenience in analysis and discL~sion the following list of 
ways in which music may be experienced has been compiled from various 
130/ 
sources and adapted to present needs:---
Ways of Experiencing Music 
1. Singing 
a. Playing singing games 
b. Whistling 
c. Verse speaking 
2. Learning to read music 
3. Creating music 
a. making musical instruments 
12~h~ray and Bathurst, op. cit., p. 124 
130/Zanzig, Carl, op. cit. p. 66 
-- Gehrkens, Karl W., op. cit. p. 22 
Gullen, Marjorie, Spoken Poetry in the Schools, Metheren and Com.pany,Ltd. 
London, 1935, Sixth Edition, p. 1 
Bevins, A., "What Materials Shall be Used to 'l'each Music in Elementary 
Schools?" Education, Boston, May 1936, p. 1 
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1. 
I 
4. Listening to music 
I 5. Studying about music 
6. Rhythmic response 
a. Toy orchestra participation 
b. Dancing 
7. Playing an instrument 
8. Acting 
'l'he above items are arranged with no idea of indicating any grada-
tion of i mportance but rather to simplify later treatment of them by placing 
together t hose which are somewhat more closely associated in one way or 
another than others. 'l'he relative i mportance of each can only be decided 
after the evaluation of its social and pedagogical content has been complete • 
Singing 
A. Subject Matter Analysis 
I Physical health. We have found (ref. 50) that music directly 
effects pulse, respiration and blood pressure, harmonizing the 
complicated organ rhythms of the body and thus producing a 
sense of well-being. It should be possible then, through the 
use of songs of varying tempi and err~tional content to regula te 
the nervous state and consequently the health of pupils to some 
extent. Quieting songs for relaxation and rhythmic songs for 
stimulation should be included in our repertoire, therefore, 
and used as one would give a dose of medicine -- "when needed"--
'l'he establishment of habits of good posture and correct 
breathing are also arrillng the contributions to physical health 
which singing makes. 'l;O secure them the teacher herself' must 
stand and breathe correctly, have hi gh ideals of tone quality 
(which i s so dependent on br eath control),and be constantly 
on the watch to maintain the standards of the singing period 
t hroughout the day. 
II Cultivation of emotions 
a. Self-expression. 'l'O this phase of personal development 
singing makes some of' its greatest contributions. Dr. 
1:31/ Mursell says, 
"The voice is the primary agency for musical 
development. It is the direct and natural 
avenue for emotional expression. When music 
is sung, we feel its emotional power and pull 
with a unique intimacy. Moreover, vocal 
music off'ers a natural avenue for artistic 
emotion, precisely because here there is a 
relative absence of technical barriers and 
problems. So it is that we believe t hat every-
one should begin music with vocal experience, 
and that the desire to sing should be fostered 
as a chief means of musical development." 
. 132/ Zanzig writes in the same ve1n.---
"Now in what other way, s ave, perhaps, drama, 
could the ordinary individual experience so 
f'ully oo many kinds of' f'ine f'eeling •••• For 
anyone with any imagination at all is almost 
perforee let warmly into the character of' 
the singer behind the song when he sings it. 
He becomes t he medieva l monk or the ~egro, 
the Elizabethan gallant or the bully, blus-
tering sailorman, or whoever else text, music 
and his adaptable soul make of' him. This 
interest in impersonation •••• is fundamental 
in human nature •••• 'l'his is a mode of self-
realization. The finer human qualities, 
131/Mursell, J. L., op. cit. pp .37-38 
132/Zanzig , Carl, op. cit., pp. 49-51 
72 
===--==tl===-=-====-====-=--=---==-=--=--=·=--===--=--===-=--=-=-::-::-. ·· =----==--Hl_-_-_ _.=-.= 
I 
73 
=======#================================~===============~~~-=-====~~~=-=-=-=-~= 
I 
I 
I 
I 
feelings, and capacities for joy, enthusiasm, 
love, reverance, courage, beauty, and the like, 
may rarely or never be realized in the daily 
feeding, school mark-getting or world money-
getting, automobile driving or dodging and 
other self-centered or mechanized activities. 
But all these qualities have found their way 
into music where the individual may find them, 
his own, a substantiation of the best that is 
in him. 'l'alk about ail or coal or precious 
metals, or the like, and develop them well. 
We need them. But here aiDe the corr@unity's 
greatest and most precious undeveloped 
natural resources --- these inner qualities 
or capacities of the people." 
It is apparent that every song stmg must be taught as an 
emotional experience if it is to be a means of self-realization 
and at the san~ time to arouse a joy in the rrillking of music which 
will carry over into later life. Such joy is too often discour-
aged rather than encouraged by a mi s guided and deadening insistence 
upon the flat monotony of continuous soft light, and often inap-
propriate tones. ·.1:he child must feel the mood and sing what he· 
feels. 'l'O discourage appropriate enthusiasm will surely mean a 
waning of interest in the particula r song being studied and may 
eventually cause a l oss of all desire to sing and even lead to an 
active dislike for the very type of music for which we are trying 
to cultivate a taste. 
. 133t 
"One wonders," says Zanz~ g ,--'how the un-
adorned school songs learned and sung in the 
simple, quiet schoolroom ever compete success-
fully with the endless, rapid flow of gar ishly 
presented ~pular songs of which the best as 
well as the worst pass quickly away. ·Nhen the 
133/ Zanzig , Carl, op. cit. p. 266 
school ~inging is all confined to light, pretty 
tones, the same for all songs regardless of 
differences in meaning, and the conscientious 
teacher stands constantly over the children, 
correcting or a~proving throughout the lesson, 
is not a totally artificial situation likely 
to result?" 
·ro prevent any such artificial situation the teacher must en-
courage creative interpreta.tion of all so.ng rnaterial. She must 
provide opportunities for each child to share l argely in this 
thrilling experience by singing alone or in small groups accord-
ing to his ability and the occasion. Even the child who is a non-
singer should have his chance at self-expression. For, besides 
the errDtional satisfaction he receives in so doing , he is thereby 
stimulated to pay the close attention to time and tune necessary 
to correct his vocal faults. 
In providing opportunities for self-expression the teacher 
is also providing for differences in individual ability. For 
talented children there are choirs of various kinds: a Primary 
Choir for little folks who can carry a tune, whose voices blend 
well, and who have good work habits; and Elementary Choir which 
continues the reQuirements of the Primary Choir and adds to them 
competence in part singing; and even a Boy's Choir or Girl's 
Choir if pupil interest justifies them. Such choral work has an 
energizing, liberating value for the musically sensitive child 
which makes it very much worthwhile, but over-organization should 
be avoided lest these moral benefits become too diluted and lose 
their potency. 
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In good assembly singing the child of lesser lii.Usical ability 
may also experience joy and err~tional release. In securing these 
reactions much depends upon the choice of rr~terial to be sung . 
While it is certainly not wise to use assembly time for laborious 
part-song practice, neither is it suitable to go to the other 
extreme and lower the musical standard by offering only the momen-
tarily appealing popular songs of the day just because they happen 
to be already known and liked. Here is a rare and valuable op-
portunity for developing a spirit of emotional unity in the school 
and of establishing a life interest in choral singing through the 
use of song ma terial which has musical quality and emotional con-
134/ 
tent as well as interest values. Davioon says,--
" ••• singing is the one co-operative ex-
perience in which large numbers of peopl·e may 
take part. Not all may talk at once and be 
understood; not all may play the same game 
together; but all may sing. Nor does this 
mean only those who sing well, but also those 
who sing very little or even badly, for the 
net result of singing by a crowd of poor voices 
is often suprisingly gpod. And , in any case, 
the voalue .. of t'lle '.effort ·win ·no1,; depend upon a 
critical estima te of the performance, but r ather 
upon whether or not the chorus shall have. sung 
good music with enjoyment." 
To summarize: self-expression should be secured in singing through 
the creative interpretation of songs having rich emotional content, 
through solo performance and perforrr~nce in small or large groups , 
through singing in choirs, and through singing in assembly . 
134/ Davison, A., op. cit. p. 173 
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b. Self-discipline. Strange as it may seem, self-discipline 
is a lso learned by these very same means. The best creative 
d.nterpre.tat ion is governed by the necessity of following 
an indicated rhythmic and melodic line. Free expression 
will not do Solo singing reQuires self-discipline for the 
maintenance of poise; group singing requires it for the 
securing of' co-operative success; assembly singing requires 
it for that self-forgetfulness out of which is born a unified 
school spirit. 
III Worthy Use of Leisure Time 
a. Carry-over values We have already pointed out (page 49) 
that the leisure-time values of music are the chiefest of 
all its values and their establishment the basis objective of 
all our music activities. Singing is perhaps the most potent 
of these activities because of its universal availability 
and; for this reason, any impulses toward it should be en-
couraged and the act itself accompanied by such pleasant 
emotional reactions that t he desire to sing at last will be-
come inherent and shedits influence on all later hours of 
freedom. 
In his leisure time the musical amateur listens to some 
of the world's best singers over his radio or in the concert 
hall and his enjoyment and appreciation are heightened when-
ever he hears a tune already familiar through personal ex-
perience. Our school repertoire should contain many such 
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songs of cultural significance and vitality if it is to have 
any permanent value for the student. 
Again, the musical amateur joins a corrilllunity chorus in 
order to have a share in the emotional joys that accompany 
the making of music oneself. He has a right to expect that 
his school experience has taught him correct vocal habits 
and developed sufficient reading ability to enable him to 
follow a simple chorus part without difficulty. 
But leisure hours and a love for music are not confined 
to adult years and interests. The school child, too, has 
both in greater or less degree. For him the inspirational 
choir rehearsals held after school hours and the smaller 
neighborhood singing clubs meeting about in the homes of 
their members take the place of the adult coiiirriunity chorus. 
ll.nd from the one he grows in to the other. 
In fact, all our building of a song repertoire, our 
developing of technical skill, and our establishing of musi -
cal habits of activity, are but a laying up of treasure for 
future leisure time enjoyment. 
IV A Widespread Righteousness 
In planning a singing progra~m from which moral integrity is, 
hopefully, to result, we must bear in mind the important fact 
brought out by Dr . Davison (ref. 56) that music "cannot, single han I 
ed, make one a better man," but "is a highly powerful ally to ideas 
of every sort, good or bad." Or, as Patrikas expressed the same 
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idea, though in a slightly different way (ref. 66), the moods in-
duced by music help to extract the best out of a situation only 
when there is irrJLr!ediate opportunity for them to "bear fruit" in 
some desirable action or other. We see that our planning of a 
situation in which music is to be presented, our selection of the 
music itself with regard to the mood we hope to induce by it, and 
our provision for subsequent resulting actions are all important 
in developing the three phases of "A Widespread Ri ghteousness--- a 
guiding religious spirit, moral strength, and respect for the law"-
with which we are concerned. 
a. A guiding reli gious spirit What little time is devoted in 
school nowadays to a consideration of man's relationship with 
God is usually taken at the beginning of the morning session 
where it becomes a very brief and somewhat prescribed form of 
"opening exercies" and many repetitions of the same formula 
rob it of much of its inspirational value. Percious as time 
is in the modern school progrrun this is not the period which 
should be slighted. Rather, it should be enriched; and songs 
which are of real religious worth and content, which are varie 
according to the needs of the day and are sung with understand 
ing and emotional interpretation would infuse new vitality and 
meaning. into this all-too-brief period of worship, causing it 
to shed a beneficent after glow of unity and helpfulness over I 
all the associ ations and tasks which are to follow. Such songs \ 
and there are many acceptable to all our various forms of re-
ligion, should be part of every school's repertoire. 
=~=-==~~~~~=-=-========~-~~--=-=~==~========~=-=-=-=-========~=~=-====~~-~=-=-==--
b. 1tloral strength Moral strength -- or man's attitude toward 
man -- is usually the more or less direc t result of his at-
ti t ude . toward God. So it is that a meaningful period of war-
ship at the beginning of the day arouses the moral virtues of 
helpfulness and understanding , or rather, arouses a mood for 
them. Our next duty, according to f&tri, is to provide op-
portuni ties for this mood to bear fruit. •rhe music lesson con-
tains many such. 'l'hey are found in the audience situation, 
for instance, when some child offers his best in song f or the 
singers of one part patiently repeat it until the difficult 
passage in ru1other has been mastered; or in the preparation 
for a concert, when corr~ittee members unify their individual 
desires into single minded purpose --
"Music brcort}es a moral force in human life," 
says lVIursell, 351reaffir ming our contention, 
nentirely because of what we do with it ••• 
Music favors t he kind of attitudes leading to 
constructive and creative social adjustment and 
effective self-expression in a social medium." 
Then let us never forge t that t he music class is a social 
mediurrl and conduct it as such, providing for tha t give-and-
t ake of self-expression and other appreciation which is social 
adjustment. 
c. Respect for the law Respect for the law will be seen to be 
but an offshoot of the blending of man's moral strength and 
135/ Mursell, op. cit., pp . 162, 164 
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his attitude toward God. When he has developed considera-
tion for others he will appreciate the necessity f or laws whi h 
protect the weak from the strong , and when he has learned the 
self-discipline of social adjustment he will keep those laws 
even at the expense of inconvenience to himself. ·,,Then he has 
come to lcnow and love God as a wise and tender Heavenly 
Father, he will also come to recognize and adopt the ways of 
His children, and to :prefer justice above wrong doing . 
It is usually disrespect for the law which leads to law-
breaking. Music also has a remedy to oi'fer for this. Let us 
attempt to make song singing so pleasurable an experience 
that the des i re to repeat it will establish a life time 
interest in music and so furnish a permanently available sue-
stitute for leisure time delinquency -- (ref . 72; 83) 
V Familiarity with Cultural Inheritance: Spiritual. 
a. Religion The use of the word "religion" here a s con-
tras ted with its use in the preceding topic, has not so muc·h 
a spiritual as ritualistic significance. While we may all 
worship the same Supreme Being , we worship Him in different 
ways. These observances are often as inseparable par t of 
our beliefs, and , because America is a l Rnd of democracy , are 
per ~~tted to all of us wi th equal tolerance. 
It would be inadvisable, of course, to introduce into 
the public schools procedures peculiar to any particular one 
of these forms of worship, but there are, on the other hand, 
certa in riches of sacred mu sic which a re ava ilab le to all 
I 
I 
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because they are the common heritage of all. Some of the 
great hyrrms of the church , several of the lovely melodies 
to be found in ora torios, and various compo sitions by more 
modern religious writers have a universal appeal and should 
be used fr eely in connection with the morning exercises. 
'l'hey may also be organzied into an int eresting uni t of 
study centering on the history of sacred music , f or song has 
long been the handma i den of reli gion and, in fact, o•Nes much 
of its development to the early and continued patronage of 
the church. 
·1:he l earnin15 of such 1T1at e1·ial has a decided carry-over 
value as well, in tha t it furnishes a background of f e.mili-
arity for the child who joins his or her own church choir. 
'l'his step should be applauded by the teacher, not only be-
cause of its carry-over and cult ural values, but because in 
the volunteer choir i s to be found the so urce of better con-
gregational singing through which the act of worship may be 
participated in by all . (ref. 75) 
b. Cultivation of beauty There are many beauties in the 
realni of song which we shoul d help our pupils to recognize 
and appreciate; beauties of t one and f orm, and beauties of' 
rhythm, harmony, or melodi c line. :For the pr i rna ry grades 
these elements wi ll be a t their simplest and presented in 
unison so ngs. Even har1wny may -- and shou ld be -- experi-
enced t hro ugh the use of simple but artistic accompaniments, 
II 
II 
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D 136 / for, accordi ng to Holli s ann ,---
" ••• the harmonic sense is too oft en-
neglected and allowed to rarr1a in dormant. 
Listening I.ess ·Jns in l''iusic _/ippreciation 
serve to awaken the harrrDnic feel ing and 
are, in every way, desirable . This pas si ve 
experience, however, is not a sa tisfactory 
substitute f or sensing the har monies of 
tune s the children know and sing. Hearing 
the harmonies while they are singing is 
different; luore intima te, more sa tisfy i ng , 
more helpful to the development of harrrDnic 
feeling." 
Incidentally, hov~ ever, t he use of the piano should not b 'I 
carried to ext'temes. Suret te points out 137 / that 
" ••• The essence of a child's song lies 
in its own rhythmic and melodic independence, 
and if it depends on an ac companiment for its 
rhythm, it is by jus t so much a poor song. 
There is no har m in a si mple accompaniment to 
a folk song, but in teaching them to children 
as accompaniment does fo r them precisely what 
we want them to do for themselves; namely , 
reproduce correctly t he metre and t he rhythm , 
the pitch and the contour of the melody. t t 
138/ 
Dann appears to have agreed wi th t his sentiment, but adds-;--
"and after the song is l earned, the oft ener 
the accompaniment is used the better .n 
Older boys and girls .will of cour s e be able to experi-
ence the beauties of harmony for therriselves through their 
singing of part so ngs , but here again the pi ano may b e used 
constantly only after the song is learned. 
136/Dann, Hollis, 'l'he Conductor's Book, 1936, p . 27 
1~~/surette , 'l'homas, op. cit. p . 49 
138/Dann, Hollis, op. cit. p. 28 
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It will be seen tha t the music repertorie is an i mpor-
tant item in the cultivation of beauty, and that it must 
therefore be compiled with the greatest care. Each song 
should be worthy of the time and effort spent in learning it, 
for to teach poor music even though it may have a temporary 
appeal, is a waste of time. Usually that same appeal-melodic, 
rhythmic or har monic - can be f ound elsewhere in some better 
selection, since good music owes its very superiority and 
lasting qualities to the fact that it contains not one but 
many such attributes. 'l'he following specifications should 
prove helpful in guiding our selection of songs for the 
school repertoire. 
l. '.there must be a balanced variety of song literature--
a variety not only of rhythm and ta~po but of mood and 
cultural background as well. For the l atter both folk 
and art songs are invaluable -- the one representing the 
culture of the past, and the other that of more recent 
civilizations. 'l'hey include songs of home and love and 
labor; of inspiration and worship and of laughter and the 
dance; and may even be taken to corEprehend the best of ou . 
present day "popula r" songs. 'l'he specific place of each 
in the song program will be further discussed in connec-
tion with ' the subject to which it is most closely related 
thl'Oughout the ensuing chapter. 
2. Each song must possess musical and literary excellence, 
with the music showing good melodic line and harmonic 
development, the text carefully edited, and both text and 
music well adapted to each other and on the same experi-
ence level. 
3. Each song must be interesting , not only for the present-
depending l a rgely upon its i mmediate melodic or literary 
I 
I 
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appeal -- but after continued acquaintance as well, and that 
depends upon the number of different angles of approach it 
1nay reveal and the variety of outside cont acts it has to 
offer. But while such contacts are generally invaluable 
to our purpose, care must be taken that all intended co-
activities shall be experiences really worth having, and 
that the correlation is not, in mi sguided effort to arouse 
flagging interest, allowed to become too far-fetched and 
pointless. 
c. High standards If we are to promote musical growth by de-
veloping high standards of appreciation and enjoyment through a 
provision for experimentation and choice (page 58) we must also 
see to it that the songs in our school music pro gram are so 
vital and appealing that may successfully compete for approval 
wi th less desirable types. 
'l'Oday the child in his out-!5\L'-scbool hours is deluged from 
many sources wi th a constant strearu of so-called "popul ar" 
music. Now, while it must be admitted that some of this reaches 
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unexpected heights of musical worth, rrDst of it rarely attains 
anything like the full measure of qualifications just listed in 
the preceding section. It is, in addition, so transient in its 
life span as to have little, if any, permanent repertoire value. 
For these reasons we should exercise care tha t it does not be-
come too l arge a factor in determining the musical standards of 
our pupils. 
Of course, if we are to base our projects, upon "real life 
interests" (page 51), popular music cannot be entirely ignored 
in the class room. ~.L'he guided analysis of an occasional selec-
tion chosen by the pupils and a comparison of its values with 
those of some song in the school repertoire is desirable and 
even necessary for the accomplishment of our purpose, but this 
activity should obviously be limited. In the first place, such 
analysis and comparison is too abstract for the comprehension of 
little children and should, therefore, be confined to the upper 
grades, preferably the fifth and sixth. In the second, the time 
devoted to music in the schools is all too brief as it is to 
spend much of it in studying music which children will hear and 
sing anyway and which has so little cultural value. Since the 
music period is often the only time in which some of these 
children come in contact with any other t ype of music we ought 
to use the greater part of it in building up a background of 
worthwhile songs to offset their out-of-school experience giving 
them "a wealth of experience in the enjoyment of the beautifuJ," 
as Bonser would put it. (ref. 114) 
The six i mpressionable years spent in the elementary grades are 
certainly a time of vast i mportance in the inculcation of a 
taste for the best in music. 
Continued exposure to wbiDthwhile music is not the only 
means at our disposal for guiding the child in his gradual a-
doption of hi gh musical standards. In the following ways also 
we may direct his attention toward the desired ends by making 
them pleasurable both in actual performance and in anticipation: 
first, by showing approval of his best efforts and explaining 
why they are good; second, by urging him on to even greater 
heights and setting before him suitable examples of pupil achiev 
ment for inspiration and imitation; and, finally, by rewarding 
his attainment of a desired goal with an opportunity in his turn 
to perform before an appreciative and understanding audience. 
In all of these ways we may hope to establish high standards of 
musical taste and in so doing exert a lasting influence upon the 
child's developing standards of life and a .chon. 
d. Mental growth It is to be noted that this social need is so 
similar to the "growth in power" necessary for the development o 
music appreciation as to be alrr~st interchangeable in inference. 
·while the two are certainly interdependent, the latter term is, 
perhaps, a little more comprehensive in meaning, since within it 
we subconsciously include technical as well as mental develop-
ment. For this reason we shall substitute in the present analy-
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sis "Growth in Power" for "Mental Growthn as an objective, know-
ing that the one will automatically be taken care of in our 
provisions for the other. 
Referring to our list of conditions necessary for such 
growth given at the end of the last chapter we find that we have 
already discussed more or less extensively all except "correla-
tion and integration" and "the progressive arrangement o:f rna- 1 
terial. 11 I 
1. Correlation and integration Singing is one of the most 
useful and most commonly utilized of all the means for cor-
relation because of its availability to all ages and all 
degrees of skill, and because of the important part it plays 
in the cultural background of so many different subjects. 
Indeed, music is so useful that instructors are often tempt-
ed to go to extremes and fall into the error of trying to 
find a musical correlation for everything, no matter how 
unnatural or forced the connection may be. It is well to 
remember that no such correlation should be atterr,pted unless 
it is going to prove mutually beneficial and significant to 
both the music and the allied subject. 'l'irne, as we have 
noted before, is far too short in the singing period to 
waste any of it contributing to other bodies of knowledge 
if that contribution runounts to little and music receives 
no return enrichment. Singing, moreover, must not be al-
lowed to lose its own _; identt~y as a self-sufficient ex-
perience in beauty even while its value as a correlating I i 
I 
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agent is also being recongized and utilized. (ref.ll9, 120, 
121) 
Similar in purpose to correlation is integration, a 
QUality all too frequently neglected in the field of music 
where sigging, playing, or learning to listen are apt to be 
taught as if there was little, if any, connection between 
thalli. Here again song proves its value. Because it is the 
corr@on means of musical expression throughout the grades, 
it can furnish the link which will unite all other musical 
activities into a purposeful whole. 
"It is through such interrel~~~~nships" 
points out Miss Louise M. Curtis,-- "as 
exist between song singing and music appre-
ciation listening lessons on the one hand, 
and between song singing. and creative musi-
cal expression on the other tha t music be-
comes a un i fied experience for children." 
'l'he music teacher, therefore, should make the most of 
every opportunity for integra tion during the singing period. 
Every song studied, f"or instance, may also be used as a very 1 
worthwhile lesson in true ear training, the children noting 
beauty of melodic line, phrase structure, harrrionic treatment 
and rhythmic development; it may often serve as well for a 
source of inspiration and guidance in the creative expres-
sion of pantomime , dance, and other t ypes of rhythmic re-
sponse; while in the upper grades it may be used in connec-
139/Curtis, Louise W., "The Developrnent of vocational !'.ilusic in the Elementar 
-- Schools" M. E.N.C. Yearbook, 1937, p. 248 
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tion with instrumental work, helping to sustain interest 
during the first year of lessons when a certain familiarity 
with the music to be learned always seems to simplify its 
technical difficulties . 
'l'he music teacher also, because song has so many vital 
points of contact with various other fields of culture, will 
include in her teaching material much of which may be used 
for correlation. 
'l'he present discussion may be very suitably closed with 
140/ 
a pertinent hint from Dr. 1Lursell-
"The superior educa'tive value of superior 
music arises from the fact that one can do more 
things, and more important things with it, than 
with inferior music." 
I 
II 
2. Progressive arrangemen~ of rra terial Song material may be 
roughly grouped into two main divisions according to the pur-
pose for which it is to be used . One t ype will form the core 
of the general music program while the other will provide 
for departures from the norm commonly known as individual 
differences. The lat t er type has already been discussed in 
connection with choirs and assembly singing (page 51) in the 
section devoted to the Cultivation of the Emotions. The pre-
sent analysis will therefore concern itself chiefly wi th the 
progressive arrangerflent of material for the general class 
music lesson. 
140/Mursell, .J.L., op. cit. 
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It is obvious that singing s hould consist in the grades 
of a gradual advance from the r•ote song at the beginning to 
the later observation song in which what has been sung is 
compared with wha t is written and the music symbols carefully 
noted, and f rom the observation song to the reading song of 
one, two and finally three unchanged voice parts, where those 
symbols must be known and reco gnized before the music can be 
learned and the song successf ully performed. It should also 
be clear that there will necessarily be an overlapping of 
these various types according to the need for continued ex-
perience with the old for t he stimulating challenge of the 
new, or for adapting the regul ar program to the requirements 
of some special project. 
Part singing , it will be seen, represents a comparative-
ly advanced stage of musical development in the elementary 
grades. At the end of his sixth year the child is expected 
to have attained a certain proficiency in two-part singing 
and to have at least been introduced to three-part as a pre-
paration for the demands of music in the junior high school 
where the changing voice will make its appearance with still 
further possibilities for harmonic enrichment. The ability I 
to sing in parts is, of course, dependent upon the lesser [ ~ 
ability to follow the score in unison, and this, in turn, is 
founded upon the still more basic ability to carry and remem-
ber a tune. To give the child the use of his singing voice 
91 
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has long been the firs t objective of all music supervisors. 
It is also our first step in the progessive arrangement of 
song material. Satis N. Coleman of the Horace Mann School 
141/ in New York explains the problem thus:---
"Inaccuracies in pitch in a child's 
singing are usually due either to l ack of 
experience and use of the voice or to in-
attention to the sound he is trying to 
imitate. Often he does not listen well. 
Perhaps he does not know how to concentrate 
his attention on something that is coming 
to him through his ear. ~~st savage child-
ren are trained in keenness of ear percep-
tion, but our children are brought up to 
rely more upon the eye and sense of touch 
for their impressions, and few of them 
notice anything but loud sounds, or know 
how to listen for qualities of sound or to 
disc:rirninate between those qualities. So 
first of all the child must learn to listen. 
If he listens intently to the tone he wi shes 
to imitate, and sings with relaxed throat, 
the tone will usually come approximately 
true." 
While we are attempting to establish ideals of tone 
quality,we must not neglect the development of other desir-
able singing habits as well. Abstract lectures, however, 
I 
I 
upon "tone placement," "breath control," and "correct posture' 
s hould be avoided. The fact that children in the primary 
grades learn entirely by imitation makes the teacher's ex-
ample an educational factor of paramount importance. She 
must, therefore, have not only a definite mental conception 
I 
of the light, lyric quality of the child's voice but the \1 
ability to approach it with her own as well. Bodily poise, 
1i11coleman, Satis N., Creative Music for Children, G. P. Putnam 's Sons, New 
York, l922,pp. 103-104 \ 
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correct breathing habits, clarity of articulation must all be 
part of her personal equipment before she can hope to secure 
them in her pupils. 
When the child has learned to control and direct his 
tones singing will become a pleasurable experience and a 
means of self-expression. Herein is indicated our next con-
sideration in the arrangement of material for the song pro-
gram. Like speech, to which it is so often compared, it must 
become an inherent part of the child's equipment before he 
will use it freely to express his emotions and desires. 
I·Dusic consists of certain rhythmic and tonal patterns or ten-
dencies which he carrot be expected to re-organize into 
creative song or even into a simple comprehension of score 
reading later on unless he has first been given a wealth of 
directed experience with them in his songs and in tonal and 
rhythmic drill. 
When he has had this experience and his tonal memory 
has developed to the point where he can carry a tune easily 
and learn it quickly the child is ready to begin his rr~stery 
of t he score. Usually this is reached in the third grade 
where observation songs form the link between rote and read-
ing songs. Psychology confirms the wisdom of this arrange-
ment. Applying the principles outlined by Dr. Moore (ref.llO, 
lll}, we see that the lack of interest in t hings abstract 
which characterizes the sensory period may be expecte.d to 
I preclude much chance of success with music reading problems 
---------1-
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at this level. On the other hand, the gain in reasoning 
power and merr~ry to be found in the elementary grades to-
gether with a heightened interest in the acquiring of skills 
should render t his the ideal period for technical instruction. 
So, to surrmar ize, we f ind that in the prirrary grades 
singing should consist of (1) Learning to produce pleasing 
tones and to carry a tune; (2} forming proper habits of artie 
ulation, breathing and posture; (3) developing a feeling for 
rhythmic patterns, f or the tonal tendencies of certain tones, 
and, toward the end of t he period, an understanding of the 
purpose of the score and recognition of some of its symbols; 
and (4} of finding , above all, joy in self-expression through 
song. 
In grades four, five and six we find that the child's 
broadening horizon demands songs which are much ri cher in con-
tent and therefore automat ically more difficult. Rote teach-
ing is no longer appropriate, especially with the introduction 
of par t singing wh ich rec1uires the simultaneous , yet more or 
less independent, recreation from pr inted symbols of the tunes 
making up the harmonic whole. No te reading experience, then, J 
must become more intens i ve in the fourth grade in order to equ .P 
I 
the child to handle t wo - part and three-part work in each sue- II 
cessive year . 
The greatest problem in connection with learning to read 
music, strange to say , is not to be found in the correct pre-
-
--
II 
•I 
I 
sentation of the various steps, as might have been expected, 
but rather in guarding against a lasting distaste for music 
which often arises if boredom or discouragement is experi-
enced in its pursuit. Such undesirable emotional reactions 
are apt to result from the setting up of a si ngle standard 
of achievement for all pupils regardless of individual dif-
ferences. Ensemble music reading requires a comparatively 
equal growth in ability among members of the same class -- a 
situation almost impos s ible of attainment under the customary 
heterogeneous group system. 
A pl an which seerr~ to have solved t he difficulty to some 
extent is now being pursued in ;\~elvindale, Michigan, under 
the direction of Warren A. Ketcham, the supervisor of music. 
Here all the c hildren in grades four, five and six are tested I 
at the beginning of the sc hool year to determine their 
142/ 
ability.--
" ( 1) To make pro per use of the s inging 
voice with a beautiful t one , characteristic 
of the child voice; (2) To learn to sing a 
song correctly if given enough time; (3) To 
hear an unfamiliar musical phrase and to re-
produce it after listening to it not more 
than t wo times; (4) To read at sight from 
the notation an unfamiliar and simple song 
consisting of familiar musica l fi gures and 
having a very definit e phrase out line." 
On the basis of this test t he children are divided into three 
groups for each of wh ich work programs are planned which wi ll 
142/Ketcham, Warren A., "Supervisi on in a Small System" Music Educators 
--Journal, May 1938 , pp . 24 
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provide for the greatest musical growth possible to its capa-
cities, and since these classes are all held at the same hour 
it is possible to shift pupils from one group to another as 
desired, thus making one more provision for differences in II 
individual development. 
In relJOrting upon the success of this plan Mr. Ketcham 
. 143/ 
wr1tes,--
"Our Children are enjoying their music 
classes. ~he pupils in group three are be-
ginning to sing because they are given time 
to learn a song and they are not continually 
going through the embarrassment of having 
their efforts compared with the beautiful 
singing of some more rriusical child. 'l'hey are 
absorbing music for which they are prepared. 
~he children in group two are not continually 
reaching for something which they do not un-
derstand. 'l'hey are being presented with prob-
lems on which it is possible to make some pro-
gress. Some of these children will learn to 
read vocal music and all of them will under-
stand the elements of motation well enough 
to become intelligent and enthusiastic members 
of amateur musical organizations. 'f'he children 
in group one are enjoying the opportunity to 
develop and strengthen to the hi ghest degree 
both the foundation which they received in 
the early grades, and their individual talents 
for achievement in music. 'l'hey take a new joy 
and interest in the music lesson because each 
day means pro gress and new experiences. For 
the first time they are begin..11ing to realize wha t 
beautiful music can be produced with their voices." 
In t wo points only shall we venture to suggest a depar-
ture from the Melvindale program before incorporating the 
idea in our own. If, as we have here indicated, concentrated 
work in the mastery of the score is to be delayed until grade 
143/ Ketcham, Vfarren .A ., op. cit. p. 73 
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four , then we must also pos tpone our testing of reading 
abi lity a year as well, and leave the re-classification into 
homogeneous groups!'or grades five and six . It should also 
be noted t hat the number of these groups will depend upon 
the number of t eacher s avai l able t o handle t hem. 
Our second suggested change is 
some time during the year all children in the same grade 
s hould have sufficiently similar part - singing experienc es 
to prepare them all to attach music of the next wi th confi-
dence and interest . Thi s is especia lly true of th e boys and 
girls approachi ng the junior high s ch ool. 'l'he group wi th the 
weakest reading ability will obviously be unable by itself 
to do any very successful three-part singing and even t he i r 
t wo-part efforts may sound rather thin and unbalanced. The 
sixth grade boy or girl in t his div ision is thus likely to 
miss s ome of the very valuable harmonic experience which form 
a necessary background t o junior high school musi c . Vve 3ug-
gest, therefore, that the homogeneous grouping plan be carri ec 
out for the first half of the year only, during which time 
the more equalized r ate of progress now possible shoul d al-
low sufficient eruphasi s to be pl aced on co mmon problems of 
score ma stery to raise t he level of musical understanding and 
permit a return to the re@llar homeroom organization during 
t he second half. 
'l'he above pl an must not be interpreted t o mean t ha t t herE 
is t o be no home-Doom music at all during the period in which 
homogeneous grouping is being used . Such an arrangement 
would be a serious mistake . There is in the home-room a 
social situation to which lli.any l)hases of music are particu-
larly valuable. The singing of fan, iliar or seasona l songs, 
for instance, the listening to vocal records or special musi -
cal broadcasts, the discussion of a local co ncert, or the 
preparation of a class pro gram for a ssembly are all valuable 
opportunities for the establishment of standards, the sharing 
of special abilities, and the arousing of a spirit of ruutual 
a ppreciation and co-operation. At least once a week , certain-
ly, the home-room class organization should be retained dur-
ing the music period. 
In the foregoing discussion the process of learning to 
read music has not been treated in great detail because, as 
one of the ways in which rriu sic Iri?-Y be experienced, it is to 
be considered by itself later on in this same chapter. We 
have, however, broadened otiT topic slightly to include such 
methods and activities as seemed necessary to make our pro-
gressive arrangarr,ent of materia l effective. These ffiay all 
be briefly summarized a s follows: 
Grade I 
II 
Rote songs; pitch co r rection and attention to sing-
ing habits. 
Rote songs; simple tonal and rhythmic patterns 
learned by rote; attention to pitch and singing 
habits as necessary. 
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Grade III 
IV 
-================ 
Rote songs; observa tion songs (represent a tion of 
tona l and rhythmi c patterns noted); a ttention to 
pitch and s inging habits a s necessary. 
Rote songs (a few) ; observa tion songs (a s need-
ed); reading songs. 
v Readin(; songs; uni son and t wo - part; and occa sion- 1 
a l rote song , probabl y seasonal. 
VI Reading songs ; unison, two-part and t 11l' ee - part; 
an occasional rote song a s needed. 
(Individual differences in expr es s ion ab ility to be cared for 
through special choirs and in as sembly s ingi ng ; individual 
differences in reading ab ility t o be corrected as f ar a 
possiole t hrough t ~e partial u se of homogeneous groups in 
the fifth and sixth gr ades for the first half of each year--
t he home-rooru organization t o be reta ined at least once a 
week.) 
VI Soci a l intercourse 
a . I:g._ _home and community While i t i s obvious t hat a grea t 
deal of experience in desirable socia l behavior is provided 
for in t he classroom activity prograrr., it is equally true 
t hat by going a step :f'urther <md tying horue and school and 
commlli~ity together with various bonds of mus ica l interest 
we may not only secure a wider f ield f or the application of 
t hes e hab its of socia l conduct but m.ay a lso est ablish con-
tacts with such leisur e tirue activities a s will promote the 
carry -over va l ue s ot nius ic into l ater l ife, the already pro-
cla i med objective of' all public schoo l music teaching today. 
One of the ruos t effective of these bonds of interes t 
may be found in t he coruparatively small singing group ·nh ich, 
organized along ne i ghborhood rather than cl assrooru or ability 
lines, meets abou t a t th e various horues of its members and 
,I 
I 
I 
I' 
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thus assumes the at tra ctive a spect of a club. The music 
wh ich it sing s s houl d 1::e of the t ype lia1:: le to be chosen by 
t he i ntormal home gat hering about t he piano, or the kind wh ic 
will be heard in good r adio pro grams or at concerts. It will 
probably be most often in unison but may occasionally have a 
descant or alto part for mo:re t a lented members of the group, 
and if, from t i.tne to time, some of these same songs are 
taught and explained to gathe:rings of Parent 1'eachers 1\ssocia 
tion fathers and mothers, they will undoubtedly arouse a more 
sympathetic understanding of the purpose of our "clubs" as 
well as stimulate an interest in the whole music department 
which will flower into helpful support in time of need. 
Public performances offer another opportunity for estab-
lishing bonds of corrilliUnity interest. 'l'hese usually t ake the 
form of cone:eT't;, operetta or music festival, each of which has 
its own particular values and must not be undertaken without 
very careful consideration. In "M-usic in the Grade Schools" 
Gehrkens lists their . four gener a l objectives and points out, 
in addition, one comrriDn characteristic which must be present 
if anyone of them is to be educationally effective and worth 
144/ 
while .--
"Public musical performance by grade 
children", he says, "has four general objec-
tives: 
(1) To motivate high grade study during the 
daily music period. 
(2) To interest parents and other citizens 
in the music department. 
(3 ) To g ive social training in group-project 
~/ Gehrkens, Karl W., op. cit. p. 199 
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activity. 
(4) To raise money for the purchase of 
musical equipment. 
Planning a public perforr&mce -- if the 
planning is done by t he pupils - - teaches -
children to work to gether effectively in 
pursuing a corr~on aim -- than which no 
type of educational effort is more im-
portant." 
There has been a gp od dea l of discussion among music educa-
tors over the relative values of concert, operetta and festi-
val, but some of their points of dissension are automatically 
eliminated in such a considera tion as ours of music in the 
first six grades alone. ~he operetta, for instance, is rare 
suitable at t his age because of the scarcity of solo voices 
strong enough to support its dramatic demands without strain, 
145 / 
and because, to quote Gehrkens again,--
"The staging of an operetta is so much 
more complicated than th e planning of a con-
cert that a great deal more of the work will 
have to be done by the teacher. 11 
However, when circumstances and materials do occasional-
l y make it possible and even justifiable to prepare an ele-
mentary operetta for public performance, the music super-
146/ 
visor s hould see to it that the children themselves---
ntake as much r esponsibility as possible, 
the teacher doing only those t hings which 
inexperienced c hildren in the very nature 
of t hings ought not to attempt." 
She will also insist t hat they be trained in a "greater 
145/ Gehrkens, Karl W., op. cit. p . 199 
146/ Ibid 
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perfection of musical detail" just as much f'or it as for a 
. 147 / 
"purely mus1cal concert." ,_ 
Allowing the truth of the above argument s we are led to 
conclude with Mr . Gehrkens that "in the grade schools the 
operetta does not compare with the concert as a music educa-
tion force . "148/ 
'l'he music festival is a celebration in which all school 
groups may join and even co~uunity organizations may be in-
vited t o share. Sometimes competetive numbers are introduced, 
but here again the inadvisability of such a procedure at ele-
mentary grade level is apparent . In the first place, such con-
tests are best postponed until the adolescent period when 
"gang loyalty" is at its height and when in the second, a wider 
background of experience provides variety enough in preparatior 
and interpretation to make judging between groups more feasible 
Aside from this factor of competition, however, the festival 
will obviously be of unusual value in appealing to general com-
munity interest because it provides the greatest opportunity 
for emotional expression to the greatest numbers of performers. 
Again we may conclude from all the foregoing arguments 
that the music supervisor will do well to utilize the concert 
in preference to the operetta in high-li ghting her work 
throughout the year, and that she should attoo1pt to have it 
) 
I 
147/Gehrkens, Karl W., p. 199 
148/ Ibid 
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culminate in a music festival t o wh ich both school and com-
munity are invited to contribute with the hope that they in 
turn will receive mutual enjoyment a nd inspiration from it 
and develop as well a greater appreciation of each other's 
abilities and an ever growing love for music. 
b. Personal responsibility In all our projects, extra cur-
ricula activities, or public performances personal responsi-
bility is developed through membership on corr~ittess and in 
the performang groups whose success as a whole is so largely ' 
dependent upon the singing of each of its members individ-
ually. 
VII Better Race Relationships 
a. Understandings and appreciations Inasmuch as race rela-
tionships are so often the direct result of emotional atti-
tudes, the music hour should prove doubly valuable, no:t only 
in developing intellectual understandings and appreciations 
of other nations, but in getting these ideas beyond the head 
and into the heart where they will resolve themselves into a 
permanent emotional state and color all l ater contacts and 
opinions. During the singing period, f or instance, the 
teacher may find occasion to praise the contribution of the 
strange little boy who joined her cla ss but recently and ha s 
not yet become QUite adjusted to his new surroundings. Hav-
ing thus raised his value in t he estimation of his school-
\ 
mates, she may continue with tales of his native land and its I 
I 
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B. Devices 
customs until she has aroused thereby a lively interest in 
him and a more sympathetic understanding of his unfamiliar 
ways. If then she says to her pupils, "Now let us sing 
one of Jan's own songs for him", these appreciations and 
understandings, through f inding an i mmediate. and personal 
outlet in expression, will take root in their hearts and 
serve as a basis for a lasting friendship. 
Better race relationships in the classroom mean better 
race relationships in the communi ty, and so pave the way 
toward eventual worll tolerance. 'l'he music teacher, remem-
bering this, should be constantly on the alert during the 
music period, where folk and art songs of many nations con-
stitute so large a part of the song literature used, to 
seize any opportunities thus provided for sowing and cul-
tivated these seeds of world unity and tolerance. 
Under the general heading of this sections we have listed "Play-
ing singing gai!les," "Whistling" and "ghoral speech" as sub-topics. .All of 
these, as we shall use them, are but devices for furthering some desired 
result in singing. 
I Playing singing games .Although Bonser has suggested {ref.ll2) 
that those devices which appeal to the play impulse will be 
the most effective, it is obvious that we should not base our 
work upon this principle to too great an extent. As Mursell 
I 
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. 149/ puts 1t,--
" ••••• a well-devised game or a clever but ir-
relevant visual devise may serve us not too 
badly on occasion. It is clear, however, that 
we cannot use such procedures regularly. If 
we try to, we shall turn all our teaching into 
a sort of continuous vaudeville. 
"Invariably the i mportant thing is the 
way in which a device is used in practice, 
rather tg;n its charac ter on paper", he sug-
gests.l5 "The device itself is not the 
determining factor. Used on one way it may 
be definitely 'sugar coating ' but not so 
when used in another. Everything depends 
upon its effect upon the mental processes: 
of the pupil and upon its directive influence 
upon his attention." 
~hese considerations rrilly safely govern our use not only of 
singing games but of all our other devices as well. 
II 'li hist].in& IVJuch has been said about making provision for in-
dividual differences. Whistling is one of the valuable a gencies 
in this process . It provides a means of musical expression for 
the diffident and self-consious student or for the overgrown 
boy in the sixth grade whose voice is beginning to change. 
~hrough whistling they can get closer to the tunes they like 
and, when asked to perform in the securing of some special 
effect, can feel the gl ow of achievement which comes fro m making 
a pleasurable and successful contribution to co-operative en-
deavor. It should be of special benefit in the assembly because 
it provides an easily obtainable variety of performance whose 
employment need only be governed by the same principles which 
149/Mursell, J. L., op. cit., p. 310 
150/Mursell, J. L., op. cit., p. 309 
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regulate the use of any rriusical device. 
III Verse Speaking Anna E. Pierce and Estelle Liebling in their 
151/ book on "Class Lessons in Singing" point out that-
" •••• the production of the voice is an in-
timate and personal act. It is an expres-
sion of self. In fact, your voice is you. 
Therefore, you should make it as good an 
agency of expression as possible." 
152/ In like vein Carl Seashore writes,---
nin presenting a plea . for the cultiva-
tion of a beautiful voice, permit rue, as a 
psychologist, to emphasize the following 
points: (1) The significance and the possi-
bility of a beautiful voice has been over-
looked to an astonishing degree by educators 
and society in general---psychologists not 
excepted. (2) The approach to a beautiful 
singing voice should be made through the very 
early cultivation of a beautiful speaking 
voice. (3) A lovely and effective speaking 
voice is not only an index to character and 
personality but is one of the most potent 
means for the cultivation of taese. (4) 
Musicians should recognize that their most 
effective ally in the cultivation of a beau-
tiful singing voice lies in the early promo-
tion of the development of an understanding 
of the meaning and the possibilities of a 
good speaking voice." 
'l'raining in choral verse speaking has spread widely within 
I 
the last few years. Not only does it encourage the flexibility I 
of voice so necessary in emotional expression, but it assists 
in the development of better fundamental tone quality, articu-
lation and breath control. 'l'he question now is: do these 
151/ Pierce, Anna E. and Liebling, Estelle, Class Lessons in Singing , Silver 
~ --- Burdett Company, Boston, 1937, p. 2 
152/ Seashore, Carl E., "A Beautiful Voice" Music Education Journal, 
February 1938 
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values justify the introduction into the music period of an 
activity otherwise so patently literary. 'l'he situation is 
similar to that existing between the music and the physic.al 
education departments where there is an overlapping of rhythmic 
programs. 'l'he solution to both is identical and based upon 
principles governing t he use of any correlated rr~terial; (ref. 
120) namely, that it should be used whenever it will fill a 
distinct need, but only to such an extent that it complements 
the regular music work and does not usurp it. 1'he danger is 
that such activities will encroach upon the time and interest 
which should be devoted to securing further experience with I 
I 
beautiful music. I 
C. Equipment 
Let the teacher, then, use only such choral reading during l 
the morning music hour a s stresses points which cannot be dup-
licated in any of her available song rraterial, but let her 
also keep in mind the reverse benefits which mayaccrue from 
such correlation and utilize in turn the habits of tone produc-
tion and ~ciation acquired through singing to the work of 
the verse speaking period, thus enriching both subjects by 
making them mutally s ignificant. 
Some of the tools and materials needed for prorrDting this song 
program have already been mentioned, they are not many, Song books, care-
fully chosen for content value, are first on the list, with an added recom-
mendation that there be two or three sets to a room in order to insure a 
I 
wider choice of material for each unit of work. ~·he teacher herself will, 
of course, own a pitchpipe with which to ensure the correct pitch of each 
S?ng, especially if no rother means of doing so are available. 
Every auditorium, music room, and homeroom, however, should be 
equipped with a good piano kept constantly in tuna. Song accompaniments are 
harmonically and ~lotionally desirable but there may be a positive detr~ment 
in supplying such rhythmic and harmonic backgrounds if they are false in 
pitch or intonation. For the same reason we should insist upon a good ac-
compani st, especially for assembly singing. No senS9 of enjoyment or emotion-
al release can come from waiting upon a halting accompaniment. ~he pianist 
must not only be competent to play any of the material required but should 
also have it adequately prepared at the time of performance. Our last re-
quirement is a phonograph_;· preferably elect:i'iq, easily ava ilable to all music 
groups, together with a graded selection of records which may be used in 
setting standards of perfection in singing and in teaching new rote material. 
In this latter capacity the phonograph is invaluable to the untrained or 
inexperienced teacher especially in rural schools where no piano maybe avail-
able. Unnecessary dependence on it should be avoided, however, in so far as 
it devitalizes the lesson period by taking from it the warmth of the teacher' 
own enthusiasm and personal interpretation which is so important in arousing 
a corresponding l ove for music in her pupils. 
D. Summary 
I 
The Song Program in Grades I to VI 
Specific grade activities 
Grade I Rote Singing 
Pitch correction 
I' 
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Grade II 
Grade III 
Grade IV 
Grade V 
Grade VI 
Forrrilition of correct habits of posture, 
breath control, tone quality, and an-
nunciation. 
Rote singing 
Pi tch correction and habit formation continued . 
Rote experience with simple rhythmic and tonal 
patterns. 
Rote singing 
Attention to pitch correction and singing habits 
as necessary. 
Symbolic representation of simple tonal and 
rhythmic fi gures learned through observation. 
Rote singing as desired. 
Observation song as needed 
Unison reading songs for score rra stery. 
Unison and t wo-part singing 
Occasional rote songs as needed for correla-
tion. 
Occasional popular songs foranalysis and com-
parison and better types of music. 
Fifth and sixth grades combined in homogeneous 
study groups during the first half-year; the 
homeroom organziation retained at least once 
a 1.v eek. 
A duplication of fifth grade song activities 
with the addition of three-part music. 
II General Act ivi ties 
a. Classroom and homeroom singing 
1. Entire group 
2. Small groups 
3. Individuals 
b. Assembly singing 
c. Selected school choirs 
d. Neighborhood music clubs 
e. Public performances 
1. eoncerts for spec i al groups 
2. One festival a year for all gro ups 
3. An occasiona l operetta I 
l 
I 
I 
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III Devices 
a. Playing singing games 
b. Whistling 
c. Verse speaking 
IV Repertoire 
a. Chosen to secure a balanced variety of song literature. 
1. Varied in 'b3mpo and rhythm 
2. Varied in emotional content. 
3. Varied in cultural background 
(a) Art songs 
(b) Folk songs 
(c) Songs sung and heard at home 
(d) Great songs of worship 
(e) An occasional suitable popular song 
b. Of musical and literary excellence 
1. C~od melodic line and harmonic development 
2. 'l'ext carefully edicted 
3. Music and text adapted to each other and on 
sarae experience level 
c. Interesting in content 
1. Having possibilities for integration 
2. Available for correlation. 
V Teacher responsibilities 
a. 'l!O teach by example good singing habits 
b. ~o make singing a pleasurable, vital and emotional 
experience 
c. 'l'O encourage, inspire and provide opportunity for 
musical self-expression in the classroom 
d. ~o cultivate a s ympathetic audience attitude 
e. ~o provide artistic accompaniments for songs which 
have been already learned. 
f. 'l'O secure integration among musical activities and 
provide for correlation with others. 
g. ·ro develop appreciations of the musical attainments 
and contributions of other nations. 
h. •ro encourage by her approval participation in out-
side musical organizations, such as church choirs 
i. 'l'O secure the understanding co-operation of parents 
through the presentation of school song materials 
at Parents 'l'eachers Association meetings. 
VI Mate1•ial Equipment 
a. Books 
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b. Pitch pipe (teacher owned) 
c. Good pianos 
d. A competent accompanist 
e. An electric phonograph 
f. A graded selection of song records 
Music Reading 
The part which score mastery plays in musical expression has al-
ready been discussed to some extent in connection with our analysis of 
singing for mental growth. It is an important item not only in this 
particular musical activity but in many others as well, a fact which sug-
gests, perhaps, wby it has been the center of educational controversy for 
so many years. 'i'he disagreement does not seem to be so much over the ulti-
rr~te value of a certain amount of this skill as over the means of its at-
tainrrient and the amount of emphasis to be placed upon it in the elementary 
school music program. As Gehrkens says, 153/ 
"Experience has also demonstrated clearly that 
where the emphasis has been exculsively upon acquir-
ing skill in music reading a feeling of distaste 
for the music hour has come to characterize many 
children, this developing partly because of the 
natural antipathy of all children to "all work and 
no play"; and partly because reading material is 
so often dull and uninteresting as music. 
"And yet the pupil out to learn to read or 
he will be a musical illiterate, not being able 
by himself to "get at'' the actual sound of a vocal 
or instrumental composition, and missing many 
things in all music that are forever hidden from . 
those who have not achieved the power of compelling 
the staff to divulge its secrets." 
The latter part of this staterriemt is echo!g ~y John W. Beattie, 
Dean of the School of Nfusic Northwest ern University:___.! 
"Children who can really read music fluently 
153/ Gehrkens, Karl W., op. cit. p. 8 
154/ Beattie, John S., "Theory and Practice", M.E.N.C.Yearbook, 1938 ,Chicago, 
-- p. 68 
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have far greater capacity for the enjoyment 
which comes through musical participation than 
do those who must learn everything by the slower 
process of imitations." 
According to these quotations, then, score mastery has certainly 
a legitimate place upon any music program. Adverse opinions seem largely 
based upon the fact, pointed out by Gehrkens, that it has in the past been 
allowed to absorb far too much of the time available for the entire music 
program so that as a result, music has in such cases lost much of its vitali-
ty and charm for the student. Certainly the teacher must remember that this 
skill is not the end toward which school music is pointed but merely a means 
of attaining that end . The music itself should be the center of interest, 
the skill incidental. But Gehrkens has further intimated, it will be recall-
ed (ref. 112), that such interest can be maintained only when there is a 
steady advance in s kill. 
Our problem, then, resolves itself into the query: How may reading 
skills be adequately taught without allowing them to overbalance the rest of 
'l'be following quotations will be found to contain helpful sugges-
iith, Russell B.: "Specialized skills, therefore, are not points 
of attack for the beginner, but more properly 
later out growths of felt needs.'' 155/ 
vrursell James L.: "The most potent of all forces for the swift 
acquisition of a technical mastery is1g6~esire to use it in a musical situation and,--
".Always teach technics in and through their 
use. 'l'he more completely and intimately t hey 
are associated with life situations :the better. "15? I 
I,1usic Education" Music Education 
Claims of Music in the School Curriculum" M. E.N.C. 
Values in Music Education, p. 360 
II 
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'l'he irr1plications here are that the teacher n.i.ust provide rr1usical 
situations of such interest that her pupils will "be stilliulated to acquire the J 
technical skill necessary to cope with thelli successfully. Such challenging 
situations lliay be found, for instance, in the preparation of songs for a 
'class 
!needs 
progralli or in the recording of original collipositions inspired by the 
of s::>llie correlated unit of work. Both are effective lliedia for the ac-
I 
quisition of score technic. 
It will be seen that, in planning a constructive prograrr1 of lliUsic 
!reading , the sallie detailed procedure follo wed in the preceding discussion, of 
analyzing method? and lliaterials in relation to our given social needs, is 
jhardly necessary in the case of score mastery. Jlt the outset it is obvious 
' that its direct contribution is to mental growth, although the fact that it 
/does provide for the practice of self-discipline and the development of ~er-
sonal responsibility and that it has, more especially, positive carry-over 
values which make possible ever wider experiences in beauty and culture must ·: 
not be overlooked nor minimized. Considering , then, the acquirellient of music I 
reading growth, we find that our principal concern must be with a progressive J 
1 
:::·::::n:e:: i:::r:::l::::n:i::.::~ow for the successful accomplishment of ~~~ 
A. Subject Matter 1 
As a starting point let us consider the fact that the score is 
after all, only the 
perienced by rote. 
sumbolic repre~sentat ion 
158/ Says Mursell,-. . -
of musical elements already ex-
"It is a visual me.dium g1v1ng precision to the 
auditory impressions Which are the essential stuff 
II 
t 
------1 ~/ Mursell, Jarnes L., Human values in Music Education, p. 182 
- j·---· - ========IR=' === 
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I 
of music. It can reinforce and render rrPre definite 
the mental processes, not only of perforrr.iance but 
also of listening and creation. It can efficiently 
direct the attention to such factors as pitch and 
interval relationships, tonality trends, and dura-
tional values." 
Any method wh ich can establish a definite relationship between tone and symbo 
should, therefore, be considered a good reading method . As Birge has ex-
. 159/ 
I 
pressed lt ,--
" ••• may we not agree that any learning technique 
which will enable the reader to think tone accuratley 
as reflecting the printed music is by that fact not 
open to criticism?" 
I 
i lables, 
Whether music reading can be best taught through the use of syl-
letters, or numbers , to represent tone relationships, of the "fixed-
do" or "movable-do" system, or of some other me thod which employs an entirely 
different approach from any of t he se has never been deterrr1ined by controlled 
scientific experiment. At present, success in each appears to 
!upon the muscianship and convictions of the teacher. the most generally 
used of all of these methods, however, is the familiar syllabic, movable-do 
approach to music reading . 
thus: 160/ 
Dean Beattie explains and justifies the fac t 
I 
/I 
"It may be well to inquire : ' Why do so many 
people cling to t he :TiO vable-do system?' Because 
the country over t he elementary school music is 
still taught largely by the room teacher, who is 
not lilcely to be a mus ician. Her musical know-
ledge and skills are but slightly greater than 
those of the c hildren under her tutelage . 'l"f ith-
out piano and other paraphernalia and with nothing 
but a set of bo oks and a p itchpipe, she is obliged 
to -ceach the rudiments of music in a very simple 
and easi ly understood way. She uses the syllabic 
movable-do appro ach because it is t he one she 11 
159/ Birge, Edward B. , "More A bout Sylla-bles" :rvi1.1si c . :3d.ucators. ·JournGJ.:r;: i. Becerr~~ 
1
! 
---- ber 1937 . / 
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knows and can easily pass on. =tr II 
I 
r-
1 
I 
"When we have a musician in charge of music 
instruction in every room, we shall probably 
have rr1ore experiments and more systems of reading. 
'Ne may be some years in reaching tha t stage. In 
the meantime, let us not be too r eady to throw 
aside a system that works well with teachers of 
limited training in f avor of syst ems calling for 
highly developed musicianship on the part of the 
teacher . " 
In the above analysis may be fo und sufficient cause for retaining 
the old, familiar system for the present at least. 
Yet even concer r:ing the use of syllables themselves t here are 
still f urther differences of opinion, one school of thought treating each 
tone as a separate entity, its pitch - re~koned according to its individ-
ual relationship with "do" and its step-wise location in the scale, while 
another and more recent viewpoint recognizes the f act that music is not 
composed of tones in isolation but rather of tones in phrase-wise groups 
whose relationships are governed largely by the melodic tendencies of the 
tonic chord and its nei ghboring tones. The success of the l a tter method 
depends upon a thorough preliminary exper ience, both orally and aurally, 
wi th these tonic and related tone groups. It is the sort of experience 
which must be given in the primary gr ades in order that music reading may 
begin, as has been specificied, in the fourth grade a nd tha t the more dif-
ficult two-and three-part songs of the fifth and sixth may be adequately 
handled as they are introduced. 
It will be remembered that the transition between these two 
stages of rote singing and note reading is to be effected through the use 
of "observation songs" songs in which rote-taught syllables are compared 
I 
I 
I 
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with their printed representation until the symbols became so familiar as to 
bring torth the correct and almost immeidate tona l response when perceived 
in unfamiliar material. 'l'his type of song· is used regularly in the third 
grade, but may also be utilized as a means of solving new rhythmic and 
melodic reading problems at any ti rrie t hereafter. Compound time and chro-
matics, for instance, will be encountered in the music of the fifth grade 
but, before either can be accurately read, it must fi rst be aurally experi-
enced in· the rote s inging of earli~ ·grades and the "observed" in as many 
songs as are necessary just bef ore the ab ility is needed. 
This introduces another controversial topic in the field of music 
reading: Should the dri ll song, written especially to furnish some particu-
lar kind of technical expe rience, ever be used? 
161/ Surette says,---
"Vocal exercises for sight singing are necessary, 
and we can accept t hem as such, for they do not evoke 
the aesthetic sense; but bad songs taught to illustrate 
some point of technique are unnecessary and inexcusable." 
Mr. Ketcham of Melvindale, Michigan, on the other hand, t akes this I 
162/ 
stand:---
11The child learns to t al k by talking and to read 
by reading. 'Learn to do by doing' is the principle 
which I have in mind. We decided th at t his principle 
must also apply to the reading of music. 'l'he child 
must read many simple songs wh ich a re not artistic 
masterpieces, but wh ich do cont a in reading problems 
common to all songs. " 
While Mr. Ketcham undoubtedly uses great care in selecting his 
reading rr~terial so tha t none of it could be included under Mr. Surette's 
161/Surette,Thomas, op. cit. p. 50 
162/Ketcham, Warren A . , op . cit. , p. 25 
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I 
sweeping characterization of "bad," still there are other considerations 
which make us hesitate to follow his lead unquestioningly. Drill songs 
have few other values except the obvious one of developing better "sight 
readers." The time might better be spent upon superior music which has 
greater linkage with other real life interests. 'l'rue, extra drill work on 
some particularly difficult tonal or rhythmic problem is often necessary, 
1 but this can be carried on more efficiently by rreans of directly applied 
board exercises involving that problem than by a number of comparatively un-
related drill oongs. 
In only one classroom situation does that use of this type of 
material seem :justifiable. In the lowest group of the upper grade homogen-
eous divisions the slower child with a comparatively short attention span 
may perhaps find greater interest and satisfaction in conquering these 
shorter, more obvious tunes than it would be possible to arouse through the 
use of exercises and more difficult study material. And yet it must be 
remeEibered that a great number of folk and art songs of proven worth are also 
available which contain these very same problems. Indeed, in the beginning 
of score rr~stery folk songs furnish ideal reading material just because the 
rhythmic and melodic fi gures to be found in them have been reduced to their 
simplest and most easily comprehended state. li 
If we use the drill oong at all, then, we shall use it rriost circumt ,l 
spectly, remembering that it has little or no value in a real life situation J 
and that the tonal and rhythmic experiences it is meant to give may usually 
be met with in music more worthy of a place on our perrr.anent repertoire. 
_------~-=-=-~~=======================================================~======= 
=====··-----------· 
B. Devices 
----
I The round Commonly based upon the steps of the tonic chord, 
the round is one of the simplest and rriost effective ways of de-
veloping harmonic consciousness. Its use , t herefore, begins 
with the latter part of the f ourth grade. It should be fi rst 
taught as a unison song , either by rote or note according to the 
class situation, and th em di vided into a s many parts as can be 
handled. 'l'he round must not be allowed to d egenerate into a 
vocal competition but should be con_sidered worthy of a s much 
interpretation as any other selection. In this way its har monic 
values will become evident and prove its wor th and justify it s 
use. 
C. Eq_uipment 
In listing the tool materials needed there should be included , 
II 
! 
1117 
I 
I 
I 
II 
I 
I 
if 
/I 
I 
I 
I 
I 
besides suitable song books and a staff liner for every r oom, at least three 
1 sets of tuned bells or slinilar simple percussion i nstrument to be used for 
prelimi nary ear training and also f or later harmonic experience. 
Melody bells, for instance, consist of easily removable tubes 
which allow any scale or chord or other desired tone group to be singled 
out fo r pl aying with all confus i ng foreign tones omitted. The advant age 
of thus being able to visualize t onal relationships coincident with the 
hearing ot' them is obvious. Moreover, experi ments i n melody playing on 
this simple instrument not only encourage ·the recognition of tonal tenden-
cies, but stimulate the desire to learn music notation in order that 
favorite songs may be r eproduced through thi s new and attractive med ium. 
=-=-===*==--=~-==--~======--~=-=-·==================-~==·~-----
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Nor is its value confined to the lower grades. Used in combinations of two 
or three it is extremely helpful in providing harmonic ear training and 
developing the independence of melodic thought so necessary for part sing-
ing . 
Cert ainly such instruments should not be considered a luxury but 
rather a very vital part of the music teaching equipment. 
D. Summary 
I Subject matter ~.'he following outline indicates the general 
levels of experience advisable in a music reading program planned 
with the hope of developing sufficient skill in the pupil ~o en-
able him by himself to discover the "things in all music forever 
hidden from those who have not achieved the power of compelling 
the staff to divulge its secrets." (ref. 153) 
Reading Program 
Grade I Tonal experience through rote songs 
II Tonal experience through rote songs; occasional 
oral application of syllables. 
III Rote and observation songs; the observing 
notation while sing ing sy.llables. 
IV Unison reading songs ; advanced steps still 
taught by observation 
of 
Rounds for preliminary harrronic experience. 
V Unison and two-part reading 
VI Unison and t wo- and three-part reading. 
II Devices 
a. Rounds 
III Material Equipment 
a. (Books) 
-_-_ _::::_·--=---==1:!=== 
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b. Staff markers 
c. Melody bells 
Creative }ffusic 
In the New School Music Handboo~ykema and Cundi f f define as 
creative any act which "brings together old rr8terial in any new relation-
ships, whether these be physical or mental or emotional." From this int 'er-
pretation we may well conclude that 11 phases of music are in one way or 
another creative. 'L'his point of view is upheld by Miss Helen Hefferman who 
divides creative activity into t wo types, interpretive and or i ginal, and 
164 / I proceeds to justify the inclusion of the former thus:--· 
I 
"Active participation in a musical activity helps 
to recreate the composer's throughts and emotions in 
the experience of the learner and therefore becomes 
creative for him.•• 
165/ 
Of original composition Edward Birge writes,--
11Just as reading music is the successful re-creat-
ing of the composer's thoughts, so composition itself 
is the re-creating, in purposeful form, of the musical 
thoughts and i~ioms which have been stored up in the 
memory." 
I 
I 
I 
I' 
I 
I' 
·I With the creative interpretation of music the present analysis has 'I 
little concern since this should be a concomitant part of all the present 
chapter and should, therefore, need no separate treatment. But in the field 
· of original composition we shall atteru.pt to devise a program which will con-
tribute as much as possible to the social effectiveness of the child as pre-
scribed by our accepted list of social needs. 
11 163/Dykema, Peter W., and Cundiff, Helen M., New School 1\rusic Handbook, 
J -- C. c. Birchard and Company, Boston, 1939, p. 38 
1164/Heffernan, Helen M., "Points of View in Music Education", M. E.N.C. 1937 
Yearbook, Chicago, Illinois, p. Q5 
165/Birge, Edward B., "A Basic Program for Music Study, Grades 4, 5, 6" ,M.E.N. 
----c. Yearbook, 1938, Chicago, Illinois, pp.403-4 · 
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i 
Now if creative ability depends upon skill in the reassembling o~ 
1 
166/ familiar material, then, as Fox and Hopkins ola1m in "Creative School Mus1.c" I 
" ••• ea~h child has ·the ability to create becau se he 
can usually produce something that for him is new, sup-
erior, or unique when judged in comparison with any of 
his previous performances." 
I And even though the final result has little intrinsic worth in itself the 
I 
I 
II 
incidental learnings devolving from it, and the satisfactions, broadening 
insights, and feeling of power which are dev el oped through it render the 
effort musically and educationally valuable. 
'l'he primary purpose of the cr eative program, then, should be to 
help each child to realize in music a means of emotional self-expression. 
A quotation from Edwin A. Lee, Superint endent of Schools i n oan Francisco, 
Cali fornia , is interesting in this connection:
167
/ 
"Education at its best should serve to set free 
the creative urges in every individual to the degrees 
and at the level attainable by that individual. Given 
teachers of irrmgination and favorable conditions un-
der which to work what may we not hope for in this 
realm." 
Superintendent Lee ha s incidentally touched upon one of t he most 
important factors fo r success in the creative project when he points out the 
necessi ty for favor able conditions under which to carry on the work. 'l'he 
168/ 
reason for this need is explained by Fox and Hopkins:--
"!Dhe creative act is usually bro'Qght about through 
out side stimulation. 'l'he potential creative power lies 
within the creator, but the switch that releases it is 
thrown by some influence f rom without. 'l'his means that 
166/Fox, Lillian M. and Hopkins, L. Thomas, Creative School Music, Silver 
--- Burdett, Boston, 1936 
167/Lee, Edwin A., nwhat Music Education May Mean for A s:uperintendent of 
-- Schools", Education, May 1936, 'l1he Palmer Company, Boston. 
168/Fox and Hopkins, op . cit. , p. 29 
the creative individual must live in an environment 
where the climate of opinion is such as to support, 
encourage, and stimula te him. While it is some-
times possible for him to create in a discouraging 
environment, this is probably not the rule for the 
great majori ty of individuals. ~urthermore, the 
stimulus which releases the energy of one individ-
ual along the creative path may not affect other 
persons, so there must be a variety of stimulation 
to meet individual needs in creativity, just as 
there are varieties of approaches to rr~terials of 
instruction to meet the differing needs of pupils." 
The securing of such a favorable environment depends entirely upon 
the teacher. If she is sympathetic to the creative program and as Superin-
tendent Lee a gain suggests, imaginative, she can find the desired stimuli in 
the diversified work of the ordinary sch ool day. this does not mean that 
she will take it upon herself to assign a correlating unit of musica l com-
position whenever she feels that it would enrich the topic under considera-
tion. Far from 1 t. If the need for such a composition is not felt by the 
pupils themselves the unit will lack their wholehearted interest and support 
and not only fail in its effectiveness but may prove even deterimental be-
cause of undesirable emotional reactions aroused as a result. 
It will be seen that response to creative stimuli is far too un-
predictable to bear assignment and limitation to some preordained schedule. 
On occasions when it is evidenced creative work should be given precedence 
over all other t ypes of musical experience and the music per iod itself 
transferred to as irr~ediate a time on the day's program as is possible lest 
the white heat of initial inspira tion and enthusiasm be forever lost. In 
such a situation the classroom furnishes the l aboratory in which the crea-
tive project is inaugurated and planned and where, during later periods 
after much iP~ividual study and composition has t aken place, the results 
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weighed and altered and fused into one acceptable whole. 
teacher guides and encourages but does not direct. Nor does she neglect to 
provide opportunities for the performance of each successfully completed 
product of creative activity. 
"Ideally,n write Murray and Bathurs~/npure 
creativeness is the urge which impels us to carry 
on original activity for its own sake, because we 
love the doing, not because someone else may adrrilre 
or approve. In actual practice, however, satis-
faction in pure creativeness merges with satisfac-
tion in the approval of others. It is the teacher's 
significant task to build up a situation wherein 
children have optiUITi freedom to exercise originality, 
ingenuity, and self-satisfaction with optium stimu-
lation from friends and classmates." 
so much for the require:nents of the creative process itself. It 
now remains for us to deterrrline the ways in which a program of creative 
work may contribute to the needs of a better social order. 
A. Subject Matter Analysis 
I Health Creative dancing , to be discussed later, as well as 
other forrr~ of original rhythmic response are valuable for their 
development of muscular co-ordination, poise and self-confidence. 
Some units of work contain ideas adapted to this type of expres-
sion, but not all. It lies with the teacher to help her pupils 
recognize those in which it may be used appropriately and those 
in which some other medium is more advis8.1ille. 
II Cultivation of the Emotions 
II 
II 
I 
i 
a. Self-expression 'l'he primary value of the creative program \ 
is, as we have said, that it brings the child to do just that~~ 
, I 
express himself through the medium of music. 'l'he pleasure 1 
169/Murray ,Josephine and Bathurst ,Effie G. ,Creative Ways for Children's Pro- I 
~'grarr~, Silver Burdett Company, Boston, 1938, p. 209 
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experienced in performing and original composition before a 
sympat hetic audience stimulates a desire for a repetition of 
t his same experience, and this repetition, because of increas 
ing facility and skill, develops self-condifence and soon 
produces a normal and heal thy attitude toward self-created 
music as a means of errotional expression . Thr the talented i 
child also the creative project has great value. It challen- I 
ges his interest because it provides unlimited opportunities I 
I 
for him to express himself according to his abilities. j 
Provision for audience situations and the very necessary ~~ 
help and stimula tion reQuir ed in developing habits of crea- il 
tive expression are again t he responsibility of the creative II 
,. 
teacher. 
b. Self-discipline In co-operative composition by a class 
group there is ample opportunity for the pr actice of self-
discipline. In his earnest desire for the success of t he pro1 
ject deach individual learns to modify or even sacrifice his , 
own ideas according to the common decision of the whole. Yet 11 
t he value of self-discipline lies in its proper balance with ~~ 
.I 
self-expression. ~be teacher must guard against allowing II 
such sacrifices to be demanded too freQuently of the sarr~ / 
pupils. 'l'hrough the use of constructive praise and criticism 
which enables the class to reco gnize hidden values in unpre-
tentious material, she may manage to provide these pupils 
with an opportunity for successful contribution while at the 
123 
I 
I 
I 
II 
I 
I 
I 
•I ,, 
I 
124 
same time the ruore talented members in turn experience their 
share of self-discipline. 
III Leisure 1'ime Use 
a. Carry-over values ~he creative project results in the 
ability not only to listen more inteiligently to music but 
to perform it with a more sensitive interpretation as well. 
'l'his new insight can never be lost nor disregarded for no 
piece heard over the radio or sung thereafter is quite free 
of its influence. And the beauties thus revealed given an 
emotional satisfaction wh i ch attaches to all musical activi-
ties and renders them strongly appealing and rich in carry-
over values. 
IV A Widespr ead Righteousness 
Of the three sub-divisions of this topic, "A guiding religiou 1 
spirit," "Moral Strength," and "A Law-abiding spirit," creative 
music make s its most direct contribution to the second. Any 
attitude of a religious devotion it may cause will probably be 
more or less incidental to the composition of some song or panto-
mime of worship and can hardly be expected to rerr~ in permanently 
effective, although it must be admitted that such an emotion is 
I 
strengthened through the very act of expressing it in this pecu-
liarly personal way. Creative work, moreover, plays no part in 
,, 
,, 
I 
arousing respect for the law except as it develops moral strength. 
a. Moral strength In the eager unity of purpose wh ich 
characterizes group creativeness is to be found the ideal condi-
--------
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tioning influence for developing habits effective social ex-
pression and social adjustment. Personally, the creative 
170/ individual finds in t he "happy satisfaction of i mpulse',---
an ernot ional uplift which, a s the saying goes , "strengthens 
his morale" and makes him a decided asset to any community. 
Recognition of the moral values to be found in the crea- l I 
I 
tive program will lead the teacher to encourage both individ-
ual and group endeavor, making the most of every i mpulse to-
ward original e~~ression so far as lies within her power. 
v Familiarity with Cultural Inheritance: Spiritual 
a. Reli gious mores Characteristic of each great period of 
development in religious history is the type of song used, 
mood necessary to produce such a song lead to a knowledge and 
understanding of our reli gious inherited customs far more 
deep and lasting than might have been acQuired in any other 
way. 
History, litera ture and art all offer many stimuli to 
t his kind of correlation, but a gain the teacher must be cau-
tioned to let the demand for it come fr om the class. Nhile 
she may seek to insure such a demand by the type of illustra-
170/Mursell, James L., op. cit., p. 145 
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tilll!e project material she makes available, she can be sure 
that until it does come from the pupils the activity will 
not have enough emotional a ppeal to carry it through to a 
successful conclusion. I 
b. Experience of beauty Nfore intelligent listening and sensi-1 
tive performance have been pointed out as the values result-
ing from a creative progr am whi ch contributes mo st to an in~ I 
creasing percept ion of the beauties of music . 'l'he gradual de- 11 
velopment of this perception will be greatly stimulated by II 
the teacher who loses no opportunity to relate the c hild's 
II I 
own creative experiences with similar ones to be found in 
the music of creative masters which they hear or sing. 
I 
Children so guided will s oon be able to recognize melodic beaJ 
I 
ty and artistry of treatment for themselves. I ~bile it is true that standards of area- ~~ 
II 
c. High standards 
tive activity must be based upon the pupil's own ability, 
these need not and should not r~1a in sta tic. Creativity is 
the result of "reflective t hinking and concentrated effort," 
171/ 
and, according to .!!'ox and Hopkins,-- "as the individual be-
comes more productive these become correspondingly more in-
tensive just because he is spurred on 'by the higher quality ' 
of his own appreciations and satisfactions and the desire to 
make his offerings the greatest of their type. It is during I 
I 
this period, "· they continue, "that continuous sympathetic 
I 
I 
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outside stimulation is of prime irY!portance." Such stimulation! 
lies in the rich experience with master compositions discusse 
in the previous section. This, together with the teacher's 
own perronal interest and guidance, will not only inspire the 
pupil in his undertaking but help formulate his ideals of 
perfection as well, gradually raising and fixing his stand-
ards at a point where they become a permanent attitude re-
fleeted in all his other work. 
d. Mental growth Growth depends not only upon the constant 
acquisition of new knowledge but als:), and more particularly, I 
upon the ability to relate and adjust that knowledge with the 
old in new situations. Thus growth in itself is an act of 
creativity. In our analysis of the requirements for growth 
in connection with project planning, we have found that there ,, 
must be a sense of challenge, experience with beauty, chance 
for experimentation and choice, opportunity for success, dis-
ciplined self-expression, correlation and integration of 
knowledge, and the progressive arrangement of material. All 
of these except the latter have already been mentioned and 
shown to be inherent characteristics of the creative program. 
They, therefore, need no further individual discussion. The 
progressive arrangement of rraterial, however, is of vital 
i mportance and must be given careful consideration. 
e. Progressive arrangement of rraterial Creative composition 
in any field depends upon a prelilliinary rich experience with 
the subject rr.atter in that field. 'l'his means in music, for 
I 
I 
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instance, that until the child has acquired a tonal 
to work with he has no "old rraterial" to bring together "in 
new relationships." It implies, moreover, that his composi-
tions will be only as advanced as this experience vocabulary 
is broad (a fact often overlooked by the teacher who, out of 
her own knowledge, inserts ideas or smooths over rough pass-
ages to make the composition sound well, no t realizing that 
by so doing she has rrade the unit an example of teacher 
rather than pupil experimentation and choice). We have pre-
viously discovered that cr·eati vi ty depends also upon attitudes 
of response to stimuli and habi ts of emotional expression 
through music . Along with all of these - vocabulary, atti-
tudes and habits - must be developed a certain amount of 
skill in the technics of expression if the creative project 
is to be brought to a satisfactory close. 
Because these technics are so compara tively simple in 
the art of singing it is the one best adapted to creative 
work with little children. Because this is sg,because it is 
the core of the music curriculurri, and because creative pro-
cedures in other phases of music activity are all very simi- I 
lar in method of development, the following comments and sug- ,I 
gestions for securing the above objectives are all made with 
reference to the field of song. 
1. Prirr~ry grades Obviously the creative program in the \ 
first three grades will concern itself chiefly with 
-----------=--================== 
establishing habits of musical expression and attitudes 
of response to creative stimuli. ]or in the schools 
where "music"is an integrated process the "rich experi-
ence with subject rr.atter" is given during the activities 
of singing and listening, the "technics of expression" 
will be fused with "correct habits of tone production, u 
and the "tonal vocabulary" be taught through the regular 
I 
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rote and observation songs. I 
Habits of err~tional expression through music must I 
- I, 
first be established. 'l'he teacher, having introduced 
and developed the idea through encouraging the use of 
familiar rongs for mood reflection, is constantly on the 
alert to note and corr~end the spontaneous little tunes 
which fall from the child's lips in the joy of his work 
or play. 
I 
'l'his does not mean that uncontrolled singing should 1 
be allowed. Far from it. The class should sing as a 
group only as the teacher recognizes a common mood and 
the need for an ffilOtional outlet. The individual hurr$ 
or sings ~uietly to himself only in free activity per-
iods. Self-expression, it will be remembered, must be 
disciplined for purposes of growth and social value. 
Attitudes of response may be aroused through the 
use of the simplest type of musical ronversation in 
which the teacher sings a question and the pupil answers 
-------------=--- ----=-=======-=-=------------
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usually following an obvious reversal of melody line. 
Herein is found the first experience with musical form 
also, f or it offers a valua ble means for establishing a 
definite feeling of phr a se balance. iilhen, presently, th i 
children progress to the si nging of a "story" about some II 
vital episode in the day's wo r k , the act itself will oc- ~· 
cupy one phrase and the cause or result th e other. 
Even tually as the stories grow longer phrases are re- I 
peated and rearranged until the si mplest A A B A form 
has been created. 1'he length of time to be d~voted to 
these successive steps varies according to the length 
of time needed to establish freedome of response in each 
before progressing to the next. II 
In the primary grades all recordi ng of the original i' 
compositions -except for occasional at t empts at copying I 
lj 
by the classroom teacher, who, consequently, should her- [ 
made by the pupils at their own request - will b e done 
I 
self possess anmert ear and sufficient technical back-
ground and training to be able to recognize the tonal 
and rhythmic pattern-s used by the children and take them 
down in such f orm that they can be accurately reproduced 
and written out at will in co r rect musical notation. 
2. Elementary grades In the elementary grades the crea- l 
tive program will make use of the already established 
habits and attitudes. Add to its tonal vocabulary and 
I 
II 
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technics through continued rich e~perience in the field ·1 
of music, and introduce the new skill of correctly r e- I 
cording original compo sitions. I 
With the beginning of music reading the writing 
down of original melodies by the pupils themselves should i 
I 
be attempted . While t h is activity is a very valuable I 
I 
of the concentration upon 
1
, 
requires, the teacher should l 
aid to score ma stery because 
details of notation which it 
remember that this purpose is, after all, a secondary on 
in the creative program and should not insist upon a 
copy-book perfection of manuscript which is altogether 
foreign to the purpose in hand. For the recording of 
original compositions should be looked upon by the 
children as a means of preserving art treasures which 
they have created themselves and therefore to be regard-
! 
ed as a privilege and not an assigned task. 
'fhe richer background of musical experience possess-
ed by the elementary grades allows for a widening variet 
of creative experiments. Phrases may be combined in I 
more complicated arrangements of repe t ition and contrast 
limited only by the abili ty to maintain unity in this 
new form . In the sixth grade the composing of part 
songs may even be attempted if preliminary. experience 
is sufficient. 'l'he teacher· , however, must not force the 
process but allow the subsidiary parts to develop 
131 
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naturally after the melody has been sung again and again 
until the fundamental harrr~ny is felt and the new voice 
lines are heard subconsciously. jl'he t e.rnpta t ion is to 
hasten results by \IDrking the harrrDny out visually upon 
the·. blackboard, but this process is ruore in the nature of I 
solving a mechanical problem than of promoting crea tive I 
growth. 
Summarized, the progressive arrangement of rreterial 
for the creative program in the first six grades is de--
signed to provide the pupils with 
Primary Grades 1. A rich background of musical experience 
a. Through integrated phases of music 
activity 
2. A developing tonal vocabulary 
a. Corresponding to patterns stressed 
in rote and observation songs. 
3. Habits of emotional express.ion through 
music 
a. '!'hrough familiar mood songs 
b. '!'hrough spontaneous expression 
4. Attitudes of creative response to stim-
1 
uli 
a. Through conversational question 
and answer phrases 
b. 'l'hrough simple "story" songs 
5. '!'echnics of expression 
a. 'l'hrough correlated voice produc-
tion training I b. Through experience with the sim-
plest phrase arrangements 
I Elementary Grades 
1. Continued development of creative habit 
and attitudes 
2. A deepening background of experience 
i 
.I 
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3. A widening tonal vocabulary I 
a. Corresponding to ma terial found in 
reading songs 
4 . Technics of expression 
a. ~hrough correlated voice training 
b. '1'hrough more complicated phrase 
arrangement 
c. '1'hrough creative harmony - Grade 
VI 
5. Skill in-recording original composi-
tions 
i 
I 
'l'he included sug gestions for the attainment of these I 
various items refer to the field of singing only. I 
VI Social Intercourse We have already pointed out the values of 
the creative project as a medium for co-operative endeavor and for 
individual expression in a social situation. These attitudes of 
mind and behavior developed under such favorable circumstances may 
well be expected to affect life in the home and community where 
they are of pararr~unt importance in securing and maintaining ideal 
social intercourse. 
VII Better Race Re~~tionships 
a. Understandings and appreciations Because it leads to a 
I II 
I 
keener perception of the beauties which lie in great music it i 
leads also to an appreciation of the men who produced it. 
Music is a universal language, and to understand it is to 
establish emotionally desirable contacts with many nations . 
Such underst andings and appreciations are a valuable result 
of creative activity. 
-----
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B. Devices 
I 
I Maldng Musical Instruments 
an admirable approach to the study of musical instruments, it is 
more often mentioned in connection with creative music because it 
ment constructed is adapted to the experience and ability of its 
maker. 
For the latter reason only the simplest of melodic and per-
cussion instruments should be essayed in the first six grades . 
This is true also because of tuning problems since an instrument 
incapable of correct tuning develops inaccurate ideas of pitch. 
Moreover, the care and skill required to produce one wh ich is cap-
able of correct musical effects is apt to center the interest upon 
the activity of construction rather than upon its creative purpose, 
besides consuming more time than is available for such work in the I' 
public school music pro gram. I 
In the primary grades, therefore, we should limit constructio1 
by the children to non-melodic instruments such as drums, rattles, 
sand blocks or jingle sticks useful in rhythm play and for special 
sound effects. Experience with tone patterns and simple melodi 
creation may be counted on to provide accurate pitch training. 
In the elementary grades wher e more complicated instruments 
may normal ly be attempted it seems advisable to confine the activi ' 
ty to extra c1.nricula clubs, the membership of which shall be 
limited to those having a special interest and skill in tbis type 
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I 
of work and whose leader has sufficient mechanical skill to guide 
,I ' 
it successfully. ,j 
C. Summary 
I Creative Activities 
a. Interpretive 
1. Listening 
2. Performing COIIil)Osed material 
b. Original 
1. Melodic or rhythmic composition 
(a) Songs 
(b) Dances and other forrr~ of rhythmic response 
II Progressive Arrangement of Creative Phases 
a . Primary Grades 
1. A rich backgrotmd of ma terial 
2. A developing tonal vocabulary 
3. Habi ts of emotional expression through musi c 
4. Attitudes of creative response to stimuli 
5 . 'l'echnics of expression 
b. Elementary Grades 
1. Continued development of creative habit s and attitude 
2. A deepening background of experience 
3. A widening tonal vocabulary 
4. Advanced technics of expression 
5. Skill in recording original compositions 
III Creative Project Requirements and Characteristics 
a. A creative teacher to stimulate, guide and encourage 
b . Favorable conditions under which to work 
1. Adaptable school program 
c. StUdent recognition of need 
d. Student recognition of most suitable medium of expression 
e. Individual contributions 
f. Co-operative composition 
g . Success at hi ghest level of ability 
h. Opportunity for hearing of finished product in an 
audience situation. 
IV Devices 
a . Making of musical instruments 
1 . Primary grades 
{a) Non-me~Qdic percussion instruments 
(b) In school time 
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2. Elementary grades 
(a) Simple melodic instruments 
(b) In out-of-school clubs 
V Characteristics of the Creative 'l'eacber 
a. She has imagination, interest and enthusiasm I 
b. She has sufficient creative ability herself to guide the 
efforts of her pupils I 
c. She bas sufficient technical knowledge and training to II 
be able to recognize the tonal and rhythmic patterns 1j 
used by the children and record them in correct no tat ion. li
1
1' 
d. She has sufficient mechanical ability to construct the 
simple percussion instruments used in the primary grades 
at least. I 
VI Material Equipment 
a. Song books, phonograph, piano and so forth, to provide 
a "rich background of musical experience." 
b. Materials and tools for the construction of original 
musical instruments 
Listening 
The listening 1e sson is often more commonly known as the "music 
II 
II 
II 
il 
i 
[I 
I 
appreciation11 lesson, an errJ.phasis which will be seen, upon consideration to I 
be quite justifiable. Although it is not the only phase of music experi-
ence through which the appreciation of music can he developed, it is the 
only one whose immediate aim is a better understanding of the masterpieces 
of musical literature. 
Unfbrtunately intelligent listening , especially to music, is not 
a natural human capacity, but is, rather, the result of intensive training, 
- requiring not only an unconscious emotional reaction to sound and rhythm, 
but a conscious recognition of special content features as wel l together 
with a just evaluation of them in the light of past experiences. William 
Lyon Phelps calls this "outpouring of the energy of the mind" -- listening 
136 
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II 172/ "as if it were the only means of salvation." 
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And so, along with a development of background oonceptions which 
shall illuminate all future listening experiences: the teacher must also 
concern herslef, with the establishment of such habits and attitudes of 
listening that pleasure in this activity and rich . rewards of newly d iscover-
ed beauty will result. !duch of her background material she will draw from 
other phases of the integrated music pro gram; the desired habits and att i-
tudes must be secured through a careful arrangemen t of the subject matter 
of th e listening period itself . What t his subjec t matter is to consist of 
will be determined in the usual w~ thro ugh an analysis of i ts relation t o 
our social needs. 
A. Subject Matter Analysis 
I Physical Health 
It will be remembered tha t the therapeutic value of listen-
ing to music has already been demmstrated {page 23), for in the 
third chapter of this present study reference was rriade to its use 
in diminishing the habitual rough of tuberculosis vict ims whom it 
afforded brief but valuable i ntervals of rest. rhis use of music, 
however, has little place in the listening program of the public I 
I 
schools since, in all probability , none of those concerned will i 
I 
i be in heed here of such t reatment , and since, from the very naturej 
' 
!I!·.  of i ts reaction, little background training is required anyway to 
insure i ts effect whenever the necessi ty does arise. 
1 1?2/Phelps , William Lyon, "Music", Delineator, February 1930 
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II Cultivation of the Emo tions 
If self-expression be interpreted as auotional release and 
self-discipline as emotional control, then the listening lesson 
possesses exceptional values for the cultivation of the emotions 
through its provisions for disciplined se lf-expression, or re-
173 
interpreted controlled emotional release. Long ago Pope wrote-,--
"By music, minds an equal temper know, 
Nor swell too high, nor sink too low: 
If in the breast turrillltuous joys arise, 
Music her soft assuasive voice applies; 
Or, when the ooul is pressed with cares 
Exalts her in enliv'ning airs." 
Much more recently too, Dr. s . v. Bingham, Director of Applied 
Psychology at Carnegie Institute of 'l'echnology, conducted a serie 
174/ . . 
of experiments for Mr. 'l'homas A. Edison-- whereby re d~scovered 
that certain selections could be counted on to almost invariably 
produce identical moods in different people no matter wha t the 
preliminary states of mind of their listeners might be. 
·.rhe lesoon for the teacher in both of these references is 
that listening to music may in itself be an avenue for emotional 
release or oontrol, and that by its means she can maintain emo-
tional equilibriQ~ in her cla ssroom, if she knows her phonograph 
records oo well that she can unhesitatingly apply the correct 
rem~dy to the correctly diagnosed situation . So valuable is this 
use of musi c that it should be confined to no definite period of 
I the day but be a pplied freely as occasion demands. I 
1 _1_?_3_/rP_o_p_e_,-A.....,l~e-x_a_n_d~er, "Ode on St. Gee ilia's Day" 
1 174/Bingham, Dr. Vl . V., "IvJood Music'', 'l'horuas A. Edison Inc. ,Orange, New l Jersey, 1921 :•·:o.-.•=••i=·--=~•-•···=~•=••-'''·'''"=''"c~•••-•~•~=~•--=-•~- -~•-===-==--=·-=-.:::::::::c==== 
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III Leisure 'l'irne Use I 
a. Carry-over values ~he recognition of the carry-over value~/ 
inherent in the art of listening t o music and the strengthen 
ing of the bonds which link its in-school to its out-of-
school phases of activity are arr;ong the most vi t al concerns 
175/ 
of the whole music program. Mr. Mursell ha s said,--
" · •• young poople live in a world rich with 
superb opportuni ties for most compelling 
happiness in and through music . Is it not 
part of' our ,job as music educators to bring 
such opportunities home to them? Should not 
the influence of our v~rk reveal itself both 
now and later in their interest in concert 
att endance, in the kind of radio programs 
they select, i n the kind of phonograph records 
they buy, in the value they se t upon and the 
pleasure they find in hearing informal rrmsi-
cal performances? Is no t all this a proper 
part of their personal adjustment to the 
problems of life in modern societ,y? And per-
son who is dead to existing opportuni ties to 
listen to and enjoy music is poorly equipped 
as a musical amateur even though he has con-
siderable performance skill. And what is 
more , he lacks a not important item of equip-
ment as a human bei:ng . 11 
In the above quotation or. Mursell has incidentally suggested 
several ways in which the bonds between the listening lesson 
aTJ.d the child's leisure t ime activities may be strengthened. 
A preliminary study of the music to be heard a t a local con- I 
cert; a nei ghborhood soloist invited to perform as guest il 
1 artist at a class or assembly progran1; a radio concert lis- I 
1\ t ened to and discussed; a music hour devoted to the pl aying ! 
I of f a vorite phonograph records brought from home and i n tro- ! 
1175/Ivjursell , Jame s L., "A-=B=a=l=a=n=c=-=e=d= C=u=r=·r=i=c=<.:=llum in ~.Tusic-- Ed·u-c-at io_n_'_' ,_Educa-tion_jl Boston, lviay 1936, p . ~22 _ _ __ 
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duced by the pupils themselves - these are only a few of the 
ways in which listening to music may establish cont acts with 
dai l y int erest, thus demonstra ting its carry-over value s. 
IV .A .fidespread Righteousness 
a. A guiding religi ous spirit :i\orusic of or by itself, it is 
true, can rr1ake no one, either lliOrally better or worse, but 
it has on the other hand shown i1iself to be a ve "r~J powerful 
agency for the crystaliza t ion and strengthening ofl desired 
attitudes when it is exper ien ced und er circumst ances f avor-
able to them. Such is the case with the emotion of worship~ 
If, during the brief period at t he beginning of the day when 
the children's thought s are already directed along this line, 
the teacher enriches and gives them depth of meaning t hrough 
the playing of beaut iful and uplifting music she !I.i.ay feel 
that she is in rome way helping to develop greater persona l 
consciousness of a guiding religious spirit. One word of 
caution seems necessary here , ho wever, The teacher herself 
should maintain an attitude of response for it is a charac-
teri st i c of the emotion of aspiration tha t it thrives only 
in an a tmosphere in which there is a certain unity of feeling 
and the teacher who t akes this quiet time to perfo rm other 
duties no matter how unobtrusiv e , is by just this act in 
danger of defeating the pur pose not only of the music but of 
the whole worship period as well. 
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I b. NTor al strength and a law 
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abidi n g spirit II Nbral strength, \ 
in the sense of i mproved personal moral, is often the result 
I 
of an emotional rea ction due t o some inspiring piece of music.!! 
But whethe r or not it evinces i tself in turn in an increased I 
resolution to obey establish ed laws depends upon the ci rcum-
stances of its use. In the classroom th e tea cher who desires 
to arouse such an attitude of mi nd wi ll find it best to wait 
until a reco gnized need has provided both a repliminary 
thought direction and a concluding opportunity for immediate 
expression before she seeks to ac tiva te it with the inspira-
t ion of music. 
V Familiarity with Spiritual Culture 
a. Religious mores Many of t he oongs wh ich belong to the I 
history of religion can be brought within the child's ken in 
no other way except through his listening activities. Re-
cordings of them should, t herefore , form a p:~.rt of every 
school's musical equipment . Often ti.n:es these songs may also 
be heard during the radio broadcasts of famous choral organi-
zations or found among t he selections prepared by local groupsl 
for their regular co ncert programs. These occasions are val- ! 
uable as focal points for a discussion of ancient modal or 
I 
harmonic styles of writing ch aracteristic ,.:of each selection. 
I 
Such a study should not, of com•se , become too analytical for 
the comprehension of the child, but if based in scope upon 
his background of musical experience and upon aural rather 
il 
II 
!I 
II 
I 
I 
I, 
than visual features, it should present few difficulties and 
I 
should prove helpful in aiding his underst anding and recogni- 11 
t ion of period music whenever heard . 1 i 
b . Experience of beaut~ We have already pointed out that 
listening is the most corr.unon of all means of experiencing 
musical beaut y . We have also noted that the act itself is 
effective in pxoportion as it results in a recognition and 
evaluation of familiar tonal and rhythmic figures in new 
settings. The teacher has a double purpose in her conduct 
of the listening lesson , therefore: one, to guide the forma-
tion of thoughtful evaluations at the first hearing of a 
piece, and the other, to develop the love for and deeper ap-
i/ 
I 
! 
preciation of music which comes through inc~easing familiari- ~ 
ty with it. And the second step is actually dependent on the 
176/ 
first . John Erskine has said--- that in the long run repeat-
ed listenings tend to deaden rather than increase interest 
unless rorr.eth ing new is heard at each repetition. 
!I'o the teacher this suggests that her part in the lis-
tening lesson ;· is never a passive one. Whether she illus-
trates some single point with the playing of several record-
ings of which it is an out standing characteristic, or whether 
she aids in the discovery of as many beauties pertaining to 
one selection alone as i s possible in the time available, she 
will find that she must always be , ;: the active guide direct-
II ":="":"~r--:::~-::-:---=--:--
1 176/Erskin.e, John, op. cit. 
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ing the children's attention by her ovm enthusiasm to these 
new values of setting or interpretation. Either method of 
presentation will secure the desired repetition, for, as we 
know, worthwhile music has many facets and may be used again 
and a gain in such processes of discovery without becoming 
monotonous. Rather, it becorr~s on the contrary increasingly 
imeresting, and the result of such guided listening experi-
ences is a growing repertoire of truly appreciated selections 
from the IDrld' s musical literature together wi th an increas-
ing ability to recognize their beauties and evaluate them I 
I 
I justly upon very few hearings. 
I 
c. High standards Because the radio has brought music - h I Wlt - [ 
in -che reach of everyone it may be considered in the basic 
sense of the word a "popular" ins trument, and its general 
level of broadcast be tru(en as a fairly accurate gauge of 
Arrerican musical taste. The fact that there are today an 
increasing number of excellent prograrus to which great masses 
of people are listening as proved by the extent of corres-
pondence received by their sponsers is a distinctly encour-
aging si gn. It re:u.ains for t he school, through which the 
future radio audiences will rass, to do all in its power to 
stimulate this preference for -che best in music so that a 
growing demand for it will eventually result in the elimina-
tion of the poorer types with their possibly more i.rmiediate 
but infinitely narrower appeal. 'l'he high standards developed 
I 
I 
I 
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pupils . 
d. Mental growth To be a f actor in mental growth the act of 
listening should be treated as a project, pursued• .for a 
definite pu~pose (challenge) and having specific outcomes 
(soocess). We shall , therefore, as in the case of each of 
the preceding phases of music experience, analyze it accord-
ing to other project requ i rements to detennine what further 
methods and materials must be emphasized to render it effec-
tive. 
1. _Based on rea l life interests These rmy be found 
in the child ' s en thusia sm for a coming local or some 
special radio broadcast, for his beginning in~truiaental 1 
lessons, or for any other correla ted activity of his 
school day. The imaginative teacher will be alert to 
reco@lize and make the most of such stimuli. 
2 . Presented in a social situation Listening is of it-
self a social act, when cour t eously done, involving co-
operation between listener and perfor mer . It is , as a 
matter of fact, a basic element in all social s ituations 
and therefore a matter of vi tal concern in the educa-
tional program. i 'he listening lesson itself duplicates 
the concert situations of real life and so has great 
value in establishing correct audience attitudes . 'l'oo 
I 
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often radios at horne rtm to a constant accompaniment of 
family conversation, thus predisposing the child to hear 
but not to listen. ~J.'here is, consequently, great need 
today for maintaining the sel f control and a ttentiveness 
required by concert etiquet te in the school listening 
period and of applying t he habits thus forrru.ed to all 
l istening situations. 
We have elsewhere r eferred to t he pupil concert and 
its value to the child as an opportuni ty f or self-expres 
sion before an audience. It Should be here emphasized 
t ha t on mlch an occasion the listener is quite an im-
portant as the perfo r mer for he has ruuch to contribute 
i n the line of inspira tion, sympathy and understanding. 
177/ 
Dr . 11/Jurs ell writes,--
"The i deal audience situation is not 
tha t of the concert hall , where a false 
note is a crime , and to forget, a rr~jor 
social tragedy . Rather it is a group of 
interested and sympathetic friends who 
sit to hear what one can do , who e.rrter 
into one ' s difficulties, and who draw out 
the best in one . ~his is the audience 
spirit which we must constantly seek to 
evoke in our pro grams of music education." 
3 . Emo tionally appealing The comments already made 
upon the cultivation of the emotions through l istening 
apply here as well. I.·rusic make s its appeal to the erno-
tions through its varied element s of tone, rhyt~mic , 
tempo and dynalliiCs . Every school library of records 
I 
:I 
, 177/ Mursell, .Tames L . , Human Values in Music Education, op. cit . p. 152 
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rr~reover, should be thoroughly famili ar with the mood 
content of these records, especially since she will 
find it generally inadvisable to introduce a listening 
lesson with a sel ection into sharp emotional contrast 
t o the pupil ' s own current attitude , and should be able ! 
i 
I by her choice of transitional material to bridge the 
I 
I 
I 
gaps to the desi~of reaction. 
4. Based on age level interests Age level interests I 
I 
' 
are largely the outgrowth of characteristic psycho-
I 
logical tendencies and are influenced at the same time I 
I' 
by accumulated past experiences. In the selection of !I 
study rr.aterial fur the listening lesson, therefore , bot~ 
factors must be taken into consideration. In the I I 
sensory grades , for instance, the short a ttention span I! 
of the little child and the appeal which rhythmic 
activity makes t o him indicates that the emphasis 
should here be placed on the development of rhythm 
recognition while all types of list ening experience 
should be brief and , because of bac kground limitations , 
quite obvious and to the point . In the associat ive 
period, on the other hand, more abstract beauties of 
structure may be safel y analyzed , while the interest 
in skills which s t imulates a desire to learn to play 
ll 
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some musical instrument will also govern the introduc-
tion of extended explorations in the field of orches-
tral tone co lor. 
A.ge level interests , it is seen are an impor tant 
factor in planning the progressive arrangement of 
material for growth. 
5 . Providing for growth Under this heading it will 
be recalled tha t the following needs are listed: 
"Cha llenge" and "Sue cess" (provided for when the pro.-
ject has a "definite purpos e and outcome"), "Exper i-
ment a tion and choice" (from which "high standards " 
will develop) , "Experi ence of beauty" (a lso basic in 
the f'orrra. tion of standards), "Disciplined self-expres-
sion" (the "controlled emotional release" experienced 
by any audience), "Correlation and integration" (upon 
which ''rea l life interests" are based) , and the "Pro-
gressi ve arrangement of material. 11 Inasmuch as these 
specific requiranents of project organization have 
already been variously touched upon in the coln'se of 
t he present discussion, there seems to be little need 
of more detailed analysis of any except the last. 
(a) Progressive arrangement of material 
178/ ing to Surette,---
.Accord-
!, 
:! "Intelligent listeni ng to music is 
· /1 obviously such listening as co mprises 
I! 178/Surette, 'l'homas, op. cit. pp.56-57 !1 - -
=~ ------·-------- -= --
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a complete absorption of all the 
elements in music itself. It is 
not enough to enjoy the "tune 11 
alone, for me lody is only one 
rueans of expression. 'l'he listen-
er must be alive to metric and 
rhythrriic forms, to melodies com-
bined in what is called "counter-
point ," to that disposition of the 
various themes, ha rmonies and so 
forth, which constitutes form in 
music ." 
These elements, usually roughly grouped under the 
general heading of melody, rhythm, harmony and 
form , automatically fall into two main di visions 
with regard to their time of emphasis in the first 
six grades. Experiences with melody and rhythm 
will dominate the 
grades, while the 
listening program of the prirrary j 
discussion of harmony and form 
will be delayed until part singing and a rich 
creative background have made comprehension of 
their musical values possible. 
(1) Primary grades The background of musica 
experience of the child entering the first 
grade is usually extremely meagre. 'l'he first I 
objective of the teacher, then, should be to 
I 
li 
' 
t each him how to listen so that this back-
ground may be broadened ~nd his repertoire of j 
I 
I 
familiar pieces be increased a s rapidly as 
' 
pos s i ble . I>hrs. }l'ryberger, in "Listening 
Lessons in Music" calls this attitude of lis-
I 
I I, 
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tening "concentration" and the resulting 
ability to evalua te the artistic rrieri t of 
wha t is heard "discrimination." She also 
179/ 
suggests that---
"l.Vhile t he habit of listening is being 
forme d , records for co ncentration are 
most frequently used , but no lesson 
is complete wi tho ut both kinds." 
Because they form the child's usual 
medium of musical expression the simplest ap-
proach to lis t en inP; is throug h the presenta..: 
tion of songs which are familiar to all--
Hother Goose melodies are normally a part of 
most pre-school musical equipmen t--and there -
1 
fore recognized wit h delight as old friend s. 1/ 
'l'he attention caught a nd i nterest thus arousei 
the lesson may proceed to the hearing of a 
song of unfamilia r t hough intriguing words an 
rr1e lody . 'l'hrough the efforts required t o puz-
zle out the stody the child's powers of con-
centr ation are called into play , while the 
several repet it ions necessary t o c omp le t e t hi,~ 
process will tend to impress the tune subcon- ~1 
sciously on his memory so that as soon as the I 
words are learned he will find himself able t 1 
Fryberger, Agnes M., ListeJ?.ing Lessons i n Husic, Si lver Burdett and Com- ~~~ 
pany , New York , 1916, 1925, p . 3 
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sing along with the record, and through guide 
i mitation of the artist to. use discrimination 
in matters of tone qual i ty and interpretation 
Obviously only songs recorded by a soprano 
voice should be used in t his way for purposes 
of imitation. 
'l'he next s tep in t eaching the child how 
to listen is the pr e sentation of melodies , 
f irs t farnil i ar and t hen unfarri iliar, performed 
by sollie other instrument than the voice. 1'he I 
I 
I trumpet and violi n , with silliple piano accom- ' 
I paniments, are the best instruments for in-
! 
t roductory work of this kind. Each is alreadt 
I' 
known t o t he child and has, al so, an easily ll 
Heard ~~~ 
a t firs t separately they lliay b e eventually 
distingui shed tone color of its own. 
combined in the small orchestral groups which 
are used to present the rhythmic ma t erial. 
'l'his t ype of experience forms an excellent 
backgrotmd fbr the more detailed study of 
orchest ral instruments which comes l a ter in 
the elementary grades. I 
A third important focal point for direct~ 
ed listening is to be found in t he rhythmic 
element of music. 1'he same bas i c method of 
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progressing from the known to the unknown mus t 
I 
be followed in this case as in all the others, i 
I 
I 
I I 
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I 
and since such activities as walking, running, I 
and skipping are already familiar to children, 11 
II 
I 
I 
I 
ll 
I 
these should be th e first rhythms noted in the / 
listening lesson . ~his introduces the somewhu 
controversial issue as to whether or not physi 
cal response should be encouraged in connectio 
with the study of music. Some hold th a t such 
response is apt to degenerate into a merely 
pleasurable diversion which contributes in no 
way to the a ppl'eciation of music, and that in-
terpretive actions, if repeated too often in 
connection wi th any one selection, become per-
manently associat ed with it, thus authorities, 
180/ 
on the contrary , remind us--- that, according 
to psychology, "we a ttend to those things to 
which we respond, 11 and, still more definitely 
181/ 
that,--
''physical activity is the most effec-
tive means for the development of 
sensitiveness to musical rhythms." 
It muld seem tha t if the activity is confined I 
to music valuable chiefly for its rhythmic con 
180/Mursell, James IJ., Psychology of Public School i'i!Usic, Silver Burdett and 
Company, Boston, 1931, pp.ll5-ll6 
181/McConathy, Osbourne , i'·;Iiessner, Birge,Bray, 'l.'he !,£usic Hour , Elementary 
- - ~l'eacher's Book, 3ilver Burdett and Corr1pany , Boston, 1939, p. 6 
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tent there can certainly be no objection t o it 
but rather the heart iest approval , for after 
all a sense of rhythm can never become well 
developed if the impulse to such response is 
const antly suppr essed. 
As soon as the b asic rhythms f or walking, 
running , sl<ipping and the like can be recog-
nized, the pupil should begin to experience 
and discriminate between such contrasting type 
of music as the mar ch, the hymn tune, the jig, 
and the lullaby , each of which represent s a 
change in temp and dynamics . .ifith this step 
he i s also learning to recognize mood content , 
which depends so largely upon these t wo factor • 
Indeed , mak i ng sui table rhythmic response is 
one of the bes t ways of determining what the 
music has to say. Al t hough , l ater on, just 
sitting still and ll.stening imaginatively will 
be sl~fic ient for the re-creation and enjoymen 
of a mood, in the beginning mirr"etic action of 
some kind is usually necessary to gu ide t he 
child 's thought. Prograrfl music which suggests 
certain interpret a tions through its character-
istic descriptive effects and. underlying story 
theme is of great value for this particular 
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purpose as well as for the further development 
of the previously men tioned imaginative listen-
ing , wh ich is seen to be an i mpor t ant approach 
to the emotional content of a piece. 
the different t ype s of directed listening 
which we have ro far described have all been 
aL~ed at providing the child with certa in back-
ground experiences by rr.eans of which the a cqui-
si tion of a rich music repertoire will be 
facilitated. But it is neither wise nor neces -
sary to wait until these experiences are more 
or less complete before we begin to encourage 
the child to form his own preferences and to 
use selective judgment in the choice of ma ter-
ial for his personal repertoire. At the very 
outset, as soon as correc t listening attitudes 
have been establtshed , some music should be 
played to him each day wi t hout any comr.ien t save 
such as is absolutely necessa~; to provide him 
with a future means f or identifying the selec-
tions. The rr;usic it self should be short and 
melodic with i nteresting rhy thms , simple bar-
monies and suitable emotional content, chosen 
for the very rearon that it c an "speak for 
itself" and thus eliminate any need for dis-
tracting explanations which mi ght hinder the 
desired err.o tional response . 'l'he t eacher , there 
fore , has l ittle to do in t his part of t he list 
erring program except to furnish as favorable 
a t mo sphere in which the message of the music 
can be sympathetically recei ved and to answer 
any q_ue st ions wh ich may be put to her later re-
garding its content . But by t his phase of list 
erri ng activity she is no t only helping t he 
ch ild i ncrease his reper toi re and establish 
ideals of musical beauty thro ugh this type of 
experimentation and choice but she is cultivat -
ing habits of q_uiet att entive list ening wh ich 
should carry over int o the home and concer t 
hall. Its value should cause it t o be g iven 
t he mos t thoughtful preparation . 
'l'he listening program in t he primary 
grades may be sumrrnr i zed as follows: 
I l\!iusical Cont ent 
a . Vo ca l experience - soprano ; piano ac-
companiment. 
l. Familiar songs 
2 . Unfamiliar songs 
b . Inst rumenta l experience - solos; piano 
ac companiment . 
l. Tru..liipet 
2. Violin 
3 . Clarinet 
4. Flute 
5 . Piano 
·.:::=.:_-==:.:::--··------------ - - ----------- ------- ------_;:-.c_::_·_~-======- ======== 
154 
I 
----=~ 
I 
I 
c . Rhythmic experience - small orches tra 
l. Walking 
2. Running 
3. Skipping 
4. Variants (Iviarch , hop, jump,etc . ) 
II Emotional Conten t 
a. Iviood experience - contrast ing tempi and 
dynamics 
l. March 
2 . Hymn 
3. Jig 
4. Lullaby 
b. I magina t ive experience 
l . Descriptive musi c 
III Presentation 
a. Through directed lessons in concentra-
tion. 
b. Music played wi thout cornment to es t ab·-
lish preferences 
(2) El ement ary gr~ The listening lessons of 
the element ary grades continue the work in con-
sentration and discrimination carried on in the 
first three years . With habits of intelligent 
listening fairly well es t ablished , however , mor 
and more records for discrimination may be used 
until , by the end of t he sixth grade , the child 
ren have become familiar wi th an extensive 
repertoire of musical literature. 
In the l ine of a concentration, briefly, 
vocal experience is extended t o cover al to, 
tenor and baritone qualities as soon a s two-
part singing is introduced and the boy's voice 
155 
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i 
themselves begi.n to deepen, and the initiation 
of class instrmaental lessons in about the 
fourth grade i s the signal for the gradual in-
traduction o f t he rema ining instruments of the 
orchestra, to be heard alone or in ensembles 
of varying size . Accompaniments become fuller 
and richer and are classified according t o the 
content as hannonic, contrapuntal or rhythmic . 
Active .. rhJ[thmic r esponse , is gradually abandon 
ed, although occasional folk dancing may s till 
be useful inasmuch as it not only directs at-
tention to the characteristic rhythms of the 
country represented, but gives as well some 
prac tical experience wi th musical form, show-
ing how the dance f'i gures are based on the 
corresponding phrases and periods of the ac-
companying song and how the balance and sym-
metry of one is reflected in that of the other 
'l'he rr:a terial selected to induce greater 
discrimination is usually presented in an at-
mosphere of pupil analysis and discussion, but 
repertoire building also cont inues in the quie 
list ening period during which fac tual comment 
l is cut to an absolute minimum. All music 
II heard in the elementary grades, no matter how 
~ presented, should be wor thy of a place on the 
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school's permanent list of truly appreciated 
and .well l oved compositions. 
Because there a r e no set standards for the 
enjoyment of nmsi c, some type of response is 
possible to everyone during the listening peri-
ods whether it be in the nature of keeping a 
music note book , participating in aesthetic 
discussions, or of creative interpretation. 
All need it s inspiration a nd emotiona l r elease, 
no r~tter what their technical abi lity may be. 
'l'he listening lesson is, therefore, ideally 
suited to provid ing for individual differences 
in a heterogeneous cla ss situation and should 
be presented i n the regular homeroom environ-
ment as of ten as the teachers crowded schedule 
will permit. 
SUJJilliB.r ized, the listening pro gr am for the 
elementary grades covers the followi ng points 
in addit i on to oontinued pri rr:ary experiences: 
I Musical Cant en t 
a. Yoc al experience 
1. 'l'enor and baritone voice quality 
b. Instrument a l experience 
1. Special study of the orchestra 
c. Rhythmic experience 
1. Act i ve res~onse in gener al aban-
doned. 
2. Occasional folk dancing. 
(a) Characteristic rhythms 
(b) Form 
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d. Types of accompaniment 
1. Harmonic 
2. Contrapuntal 
3. Rhythmic 
II Presentation 
a. Through group disctwsion 
b. Through quiet listening 
c. In the homeroom situation 
(Primary grade activities continued in advanced 
form unless otherwise indicated.) 
VI Social Intercourse 
Returning to our analysi s of listening in respect to social 
needs, we consider t wo factors under Social Intercourse. 
a. In home and corr®unity The gpod citizen should be able t o 
listen intelligently as well a s to express himself effective-
ly in a social situation. We have found tha t the listening 
lesson attempts to foster this characteristic in its pupils , 
and also to raise their music a l tastes and standards through 
contact with the best type of musical literature. Through a 
preparatory study of local concert programs it should encour-
age more appreciative concert attendance, in itself a valuabl 
agency for s:> ci al intercourse, and by its establishment of 
correct listening a ttitudes it should increa se the capacity 
for enjoyment of the more informal music of the home. 
b. Perronal responsibility We have pointed out t hat the 
quality of any performance given in a concert si t ua tion de-
pends to a large extent upon the inspiration of a sympathetic 
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audience. We may go further and say that the quality of the 
audience in turn is no bet t er than the attention paid by its 
poorest listener. If, as Dr. Mursell suggested, we are to 
build up such sympathetic, co-operative audiences we should 
teach each child to realize the importance of his own atti-
tude on such occasions. This feeling of personal responsibili 
ty Which is closely allied to sel f-control is one of the most 
vital parts of conert etiquette. 
VII Better Race Relationships 
a. Understandings and appreciations Intelligent listening, 
like creating and singing, should lead naturally to a better 
understanding and appreciation of the cultural contributions 
of other nations, and by just so much increase the possibili-
ties for world peace and friendship. 
B. Devices 
~he radio and community concert have both been listed as important 
stimuli for listening activities. A further roothod of arousing interest is 
to invite local soloists to come to the school itself. Children enjoy the 
personal performance of a selection much more than they do an imperoonal re-
cording of it and absorb more of its values as well in such a situation. 
So true is this that the teacher, also, should be able to vary her 
1 method of presentation by pJaying or singing some of the simpler selections 
I or themes herself. 
I 
I 
I 
I 
Occasionally, too, some child may be allowed to contri-
bute in this way to the listening program, but it is absolutely necessary in 
such cases to have this performance heard and approved beforehand inasmuch 
~----- --- -·---·--- -·-·- -==--=---=-----------------·--
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as the main object of the music appreciation lesson is to provide experience 
with the best in music, not opportunity for individual self-expression. 
C. Teacher Responsibiliti es 
It is obvious from the above t hat the teacher should be able to 
play some instrument artistically, preferably the piano , or sing. She must 
besides be thoroughly familiar with the available records in the school 
music library, having a definite idea as to their emotional and technical 
content as well as their background of co r relating inforrration. No teacher 
who s iri1ply puts a record on the phonograph and plays it without personal 
preparation or \~thout any purpose other than to provide amusement for her 
pupils should delude herself wi th the belief that she is helping to develop 
either correct listening habits or music appreciation . 
D. Equipment 
The phonograph with its carefully se lected library of records is 
the sine qua non of the listening lesron. While a well tuned piano and a 
radio, if possible, Should be also available, the phonograph, with its un-
limited opportunities for aural experience with more t han one medium of musi 
cal expression, is indispensable. 'l'he machine should be of excellent quali t 
for through it :ideals are to be formed, and the raising of standards is ob-
v iously impossible if the musical examples of fared are poorly rendered . 
The teacher will need source material from which to secure inform-
ation as to the technical characteristics of the selection she intends to 
present as well as information as to its historical or biographical back-
ground. She will also find illustrative material , such as charts picturing 
the instruments of the orchestra or photographs of composers and correlated 
items of i nterest extremely useful. 
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With these and a satisfactory equipment of records, phonograph, 
piano, and radio the listening lesson may well be a power for improving the 
tastes and enriching the leisure time activities of its citizens to be. 
E. Summary 
The Listening Program 
I Specific grade experiences as suggested by findings 
Grade I Soprano voice - piano accompaniment. 
~rumpet and violin solos - piano accompanirrent. 
Recognition of marching , running , skipping 
rhythms. 
Rhythmic music played by small orchestra. 
Grade II Soprano voice - piano accompaniment. 
:E'lut e added - piano accompaniment. 
Variants of march , run and skip - small orchestra. 
Grade III Soprano voice - piano accompaniment. 
Grade IV 
Gra.de V 
Grade VII 
Clarinet added - piano accompaniment. 
Contrast in temp:> and dynamics noted in march, 
hymn tune, jig and lullaby. 
Descriptive music for imaginative development. 
Rhythmic and descriptive selections by srr1all 
orchestra. 
Soprano voice - piano accompaniment . 
Oboe and cello added; instrumental solos and 
duets- piano accompaniment . 
Contrast in t empo and dynamics {marches). 
No physical reaction to rhtym except through 
folk dancing. 
Folk music for rhythm and fbrm. 
Descriptive music. 
Rhythmic and descriptive music by orchestra . 
Alto and tenor voices. 
viola and English horn; instrumental solos and 
duets - piano accompaniment. 
Folk music; 
Program music. 
HamiOnic contrapuntal, and rhythmic accompani-
ment s noted. 
solos,duets and trios - piano 
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Baritone voice. 
1'rombo ne added; 
accompaniment. 
~olk music· . --~811!- m~~~c. -=- ==--=-=--~-=--=·=::=.::====-=-- __________________ _ _____ L __________ _ 
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II General listening experience. 
a . ·ro promot e an at t itude of worship . 
b . ~o maint ain errnt ional stabilit y . 
c. ·.ro enrich correlated projects. 
III Presentation of ma t erial. 
a. 'l'hrough directed listening and group discussion . 
b . '1'hrough quiet listening without romrnent . 
c. In the homeroom situation. 
IV Devices 
a . Local concert. 
b. Radio broadcas t . 
c. Guest artist from corrM!unity. 
d . 'l'eacher or pupil perfo1•mance. 
V Personal equipment of teache r . 
a . Ability to perfonn if possible . 
b . Familiarity with records. 
c. Background knowledge, technical and correlated . 
VI Material eq,uipment . 
a . Phonograph . 
b . Piano. 
c . Radio 
d . Carefully selected library of records . 
Songs mostly by roprano. 
Illustrative instrumental rraterial. 
Select ion of varying emot i onal content, including 
aspiration and inspiration 
Religious music of cultural inheritance. 
Further repertoire material . 
e . Literature for background inforrr~tion 
f . Illustrative rraterial. 
Instrumental chart. 
Photographs of composers. 
Pictures of correla ted subjects . 
··.-::::...-- - ------------=-=-== 
162 
---- -----
Studying About Mus ic 
A. Subject Matter Analysis 
The acquisition of factual inforna tion about music has few points 
of contact with the needs of a better social order save as it contributes 
to mental growth and so to an increasing fauiliari ty with spiritual culture. 
'.!!he study of musical structure , his tory and the like provides a 
182/ 
rich background for listening exper ience. In f act, Gehrkens claim~ that 
a person so equipped 
On the 
"approaches a recital or a concert with a breadt:h 
and quality of background that enable him to hear and 
understand all sorts of things in the performance of 
which the average listener is totally unaware ." 
183/ 
other hand, he argues---- such work has only a very limited place in 
the grade school, fo r 
"In the i'irst place, children in the grade schools 
have not arrived at the stage where the intellectual 
side of life appeals greatly to them; certainly they 
are not dominated at this time by their intellects. 
And in the second place, there is always the rr.atter 
of time and the necessity of choosing among the vari-
our possible activities and finding the one which , all 
in all, is best suited to our purpos·e. From this stand-
point, it will readily be seen that if even a fairly 
adequate approach to appreciati on is to be made through 
singing, creating, and listening there will be little 
or not time for dealing with the facts of music except 
as they can be worked in as purely incidental learning." 
This seems to be the opinion of many other musical authorities 
184/ 
a s well. I\.Jursell an.d Glenn have put it thus:--
"Not until the junior high school level has been 
Karl W. Music in the Grade Schools, C. C .Bichard Company, 1934, p 3 
30 
184/ Mursell and Glenn, Psychology of Public School Music, Silver Burdett 
-- Company, Boston, 1931, p. 119 
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reached is factual comment really safe, and even then 
it should be directly and immediately in the interest 
of better and richer appreciation, not in that of in-
formation. We cannot sufficiently insist on the im-
portance of avoiding the transfor1na tion from aesthetic 
interest to factual irrterest that so readily truces 
place under a mistaken emphasis." 
The teacher, therefore, should plan to introduce, during her list-
ening lesson, only such factual information as is necessary to enhance the 
significance of the music under consideration. Even the study of composers' 
lives must not become too detailed at this time, although further informa-
tion may well be presented in a correlated story hour or in suitable library 
material made available for pupil reading and research . 
B. Devices 
1. Notebooks 'l'he keeping of notebooks, in which bit s of musical 
information are recorded , often serves to motivate the iruterest of 
children who have not shown thems elves particularly responsive to 
music and who moreover, need some such guide to direct their think 
ing. 
2. Bulletin board and display table Closely akin in purpose is 
the bulletin board upon which clippings and pictures may be posted 
to serve as stimulus to greater interest or to illustrate some 
point aliL'eady taugjlt. If actual objects are collected or construe -
ed, a display table should supplement the bulletin board. 
All of these devices provide effective ways of caring for 
individual differences in taste and concent ration ability . 
c. Teacher Responsibility .Although the teacher in the first six grades may 
be seldom called on to provide an extensive background of factual informa-
tion for her pupils, she should, nevertheless, be prepared to do so on 
==_J=!F - --===--=--=-
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occasion in the simplest way possible. 'l'his ability to answer unexpected 
but signigicant questions, as well as t he related abili ty to evaluat e items 
of information with regard to their appreci ation value depends entirely 
upon the breadth of her own personal knowledge. 
'l'here should also be included in the school library, therefore, 
informational rra terial intended for adult reference and study specifically 
In this connection a final hint regarding such study may well be quo ted 
185/ 
from the"New School r-n·usic Handbook " of Dykema and Cundiff.--
D. SUlillllary 
"One 1 s mind should be open to the message of the 
author, but this should never be accepted wi thout 
questioning , without attempting to bring to bear upon 
it all that the reader has read before , a 11 the music 
he has heard that has bearing , and all th e singing 
and playing that may be connected with what he is 
reading . An open mind should never be t aken to mean 
allowing material to come from the outside, but clos-
ing off what may come from the inside. In fact, no -
thing from the outside can ever have significance un-
less it is interpreted by what comes from the inside; 
namely, the reader's previous experience." 
Studying About Music 
I. Value of such study 
a. Promotes cultural growth. 
II Method of use 
a . Limited use in grades. 
b. Incidental aesthetic need. 
III Devices 
a. Keeping musical notebooka. 
b. Securing rraterial f or a bulletin board or display tabLe. 
IV ~eacher responsibility 
a. Developing an extensive background of personal musical 
knowledge. 
185/ Dykema and Cundiff, New S'tlhool Music Handbook ,C.C.Brichard Company, 
Boston, 1939 
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v. Equipment 
a. Reference material 
1. For pupils 
2. For teachers 
b. A bulletin board for clippings. 
Rhythmic Response 
186/ 
"Rhythm, says Dr. r.ffursell-- "must be reagrded 
as part, but an essential, and indeed the essential 
part of a very broad musical development ," 
187 I 
and bases this statement on an expressed conviction:-- that the "human 
body itself is the supreme instrument and agency of music ," and tha t '' the 
power of this art lies precisely in its physical influence upon us." 
"for instance," he writes, "we apprehend the 
rise and fall, a teaching up and sinking down. A 
sequence of hamwnies, advancing towards a cadence 
affects us as a wave of tension, fo llowed by relaxa-
tion. Melodic phrases , too, a re felt on this wave 
of motor tension and release. Rhythm, in all its 
complexity , depends absolutely upon our mo tor con-
sciousness , - the feeling of t he pl ay of our muscu-
l a ture. So the psychologically correct approach 
to music is by way of free and full bo dily response. 
We do not underst and and ent er i nto music si mply by 
hear ing it with our ears. We do no t understand and 
enter into it as we should until our whole bodies 
are attuned to it and res11onsive to it. Hithout 
the r:iovement consciousness in connection Vl'i th music 
is one of the great tasks of a system of music edu-
cation founded on correct psychological principles." 
In dancing and toy orchestra participat ion, t wo activities listed 
among those ways of experiencing music wh ich we have taken as the basis for 
our program analysis, may be found the means to arouse such "movement con-
sciousness." Before proceeding with a discussion of their application to 
186/Mursell, James L., Human values in Music Education , p . 194 
187/ Ibid, pp. 52-53 . 
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the problem, however, it should first be made clear that for the purpose of 
this paper the general term "dancing" will be used to cover not only phases 
of fblk and cr·eative expression but also any preparatory exercises such as 
walking, skipping , running, "stepping" note values and the like ; and that 
" t oy orchestra participation" likewise includes a preliminary s t age known 
as rhythm band playing in which only percussion instruments are used and 
less discrimination as to their use is expected. ·1.'his division into prelim-
inary and secondary phases has a physical basis in the fact that children 
gain control over large muscles first and therefore will necessarily re-
spond in a general way before their motions can be guided ffiore spec i fically 
while educationally it is based on the need to establish a background of 
rhythmic experience before creative, or even interpretive expression t hrough 
188/ 
score reading , can be carried on. lAs Surett e puts thi s l ast sta tement,---
"'l'he arithmetical co mplications of rhythm in 
music should never be ta&ght t o little children at 
I 
all. Just as they shoulr sing t he me lody by imitat-
ing the teacher, so they should be taught the rhythm 
by imitating , in action , the time value of the notes . 
A child who has sung a slJTiple folk so ng many times , 
I 
and has danced or rr~rche~ or clapped his hands in 
exact time and rhythm Wifh the notes , can be taught 
l ater the pitch names an~ the time names of those 
notes without the slightest difficulty and without 
any subterfuge whatever. t 
All this seems to indicate that th prirre rj grades are the obvious place ~or establishing a movement conscit usness, with conscious creative dancing 
and score interpretation left until l a ter when a rhythmic vocabulary has 
developed . I 
'l.'he above is not the only factor which must be kept in mind in 
188 / Suret te, 'l'homas, op. cit ., p. 93 
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planning the rhythmic program. Another is its contributive va lue to o ther 
musical activities. '.through it, for i ns t a nce, better listening habits are 
developed, s ince doing "what the mus ic suggests" is impossible withou t 
first listening to it purposefully. Again, more discriminating a nd crea-
t ive musica l performance results from the better understanding o f form gaine 
i n actively experiencing phrase patterns . 'l'he conclusion to be dra\•m is 
tha t rhytrumic r esponse must not be a l way s taught in isolation , for it is 
often of the greatest value when used to cl ar ify or gi ve point to so me 
associated activity. 
Other i mportant considerations will become apparent through the 
usual anal ysis of the subject in connection with out listed social needs . 
A. Subject Matter Analysis 
I Physical and IvJent al Health The importance of rhythm in pro-
mating physical and mental health through the development of mus-
cular co-ordina tion and poise ha s already been touched upon 
(Chap ter III, pages 23, 24) . Mental health was found to have a 
basis as well in EiriOtional control secured through hab its of 
disciplined self-expression. 'rhe formation of these habits is 
encouraged through the present a tion of rhythmic activities in a 
group situation and through the use of music which offers definit 
interpretive suggestions ro that it may guide and control a t the 
same time tha t it stimulates res~onse. 
II Leisure ti rr1e use and roc ial int erco ursa 'rhe rhythmic progr•am 
has definite carry-over values, not only in more intelligent list 
ening but also in the enthusiasm it arouses for all forms of the 
dance and in the interest it directs toward the playing of legiti 
------ -·------ --·---
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mate musical instruments, al.l of which are importance leisure time 
pursuits. For, wheth er it be in the small informal gatherings 
at home or in the larger and ~ore pretentious affairs of the com-
munity , the ability to listen well and respond appreci atively to 
the rhythmic quality in programs , to play an instrument, or to 
dance is a means to mutual enjoymen t of mood and the establishment 
of a co-operative spirit of unity so valuable in social inter-
course. 
III Spiritual culture: religion , beauty and high standards 
While a claim that the development of a physical sense of rhy thm 
leads to spiritual righteousness would have so little basis as to 
be almost untenable, it is true that there is a close connection 
between rhythm as represented by the dance and religion. Ellwood 
189/ 
says--
"Religious and ritual dances are very ancient 
and are known in some fonn among most peoples . 'l'he 
corroborees of the Australian aborigines were 
dances mainly of this sort. Most of the folk 
dances of European people were survivals of ancient 
reli gi ous and ritual dances. 'J.'he sa cred dances of 
the Levites among the ancient Jews were of course 
of this character. Dancing continued as part of 
a religious ritual in the Christian Church down 
to the eighth century. Sacred music is a direct 
descendant of the ritualistic music." 
.An interesting example of how cult ural experience rray be 
provided in this field is quoted by ivTurray and Ba thurst in "Crea-
190/ tive Ways for Children's Programs"--· 
"Their impressions were first enacted in 
189/Ellwood, Charles, Cultural Evolution, Century Company , New York , 1927 , pl'7 
190 /Steele, Ellen. W., "The Growth of Forms i n the School Life", Progressive 
--Education, January 1931 (quoted fro m Creative Ways, p .l30) p. 25 
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simple pantomime . ·:r:hen the pantomime became 
rhy t hmic patt erns as t he rhythms teacher 
gave i t a music background. 'l'hey r epeated 
the pa ttern until they were free to lose 
t hemselves in the scene. They lived the 
emotion tha t the pr imit i ves felt about the 
fire and the sun; their unders t anding and 
intensit y shaped a t ruly primitive dance 
form." 
By means of such interpretive experience and of folk dancing 
(an impor t ant phase in cultural evolution), certain universal 
beauties of rhythm and balance, which charac t eri ze all art, are 
more clearly perceived and appreciated , resulting in a hi gher 
level of discrimi na t ion and t aste, Ol' the "high standards" of our 
social needs. 
VI Mental growth and project requirements Dancing and rhythmic 
orchestra \'\Ork both encourage ment a l growth. In t he first pla ce 
each offers opportunities fo r expression at varying s tage s of 
abili t y and int erest, thus providing for the i mportant factor of 
individual differences in ment al comprehension and devel opment. 
In the second, each possesses inately certain of t he char acteris-
tics we have found to be necessary to give it s i gnificance as a 
worthwhile educational project aiming a t growth in power. 
Because, for instance, the desire for rhythmic expression is 
inherent iri everyone to a great er or l es s degree t hese pro jects 
are based not only on "real life int erest s" but also , to the 
extent that their subject rra tt er is pro gressively arranged, on 
"age level interest" as well. For the same reason they are "emo-
tionally appealing" and offer in themselves the "challenge " which 
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initiates any unit of work. Further, because they are creative in character 
they a chieve success through a process of "experimentation and choice" carrie 
on against a background of "experience with beauty" and gradually evolving 
standards. And because they are presented in group situations they :provide 
opportunity for "disciplined self-expression." 
Parathetically it may noted here they by means of these group situ-
ations understandings and appreciattons are often fostered which make for 
'better race relationships" when directed toward the contributions of other 
nationalities, and also a sense of ":personal responsibility 11 developed throug 
the realization by each individual of his 01~ importance in securing a sue-
cess ful outcome for the whole. 
With these two items we returned momentarily to and concluded our 
analysis of the r elation of the rhythmic :program to basic social needs. 
Several pro ject characteristics, however, still remain for considerat ion. 
Of these the "correlating and integrating" Values of rhythmic work, it will 
be remembered, were briefly touched upon at the beginning of the section, 
while the opportunity to achieve "success " we may treat as a corollary of the 
"progressive arrangement of material." To this latter characteristic, then, 
because of its evident importance the remainder of our discussion vvill be 
devoted. 
a. Progressive arrangement of material. 
1. Dancing In dancing the body itself i s the instrument 
of self-expression, a consideration which indicates a 
need for prelimi nary development in rhythmic sensitivity 
and muscula r control before creative response can take 
r. 
place. Murray and Bathurst write, 
------------ ·-·---------- ------------- ------------------------------------- ------ -------· 
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"Children can create dances only after 
a great deal of experiencing of ideas 
that grip them and stimulate their 
i magination. In order to create 
dances, the pupils must live abundant-
ly and very freely, just as they must 
in order to express themselves with 
originality in any other medium." 191/ 
There is an implication in the above quotation that 
these early dance experiences should be largely mimetic. 
The simple rhythms for walking , running, and skipping , 
for instance, may be varied t o represent galloping and 
high stepping horses, gi ants, f a iries, and the like. Or 
such everyday activities as throwing, catching , choppi ng , 
sawi ng , and pushing may be pantomimed . Al though these 
activities can be expressed independently they should als 
be the sub ject of co-operate rhythmic play in g r oup forma 
tion, for in such a situation the importance of absolute 
rhythmic unity is more completely r eali zed, while an el e-
ment ary feeling for phra se structure is developed through 
alt ernating responses gagged to last the required number 
of beats. 
Another of the outcomes of mimetic response should 
be an awakened consciousness of dynamic changes in music. 
This may be aroused by suiting the i ntensity of the re-
sponse to its corresponding dynamic level. Short steps 
become longer as the mus ic grows louder, and a ctions be-
gun vn thin a limited compass grmv wider and higher on a 
191/r~urray and Bathurst, op. cit. , p. 130 
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crescendo and sink to small proportions again with a 
diminuendo. Gracefulness should not be ins ist ed on in 
the beginning as it is the result rather than the cause 
of muscular co-ordination and will develop in due time. 
While mimetic work has t he great value of concen-
trating attention upon fundamental phases of rhythm, fo 
and emotional content, it should not be carried on too 
long as such a simplified t ype of response is too limited 
for the associative period with it s expanind mental hori-
zons. 1Nhen an initial sense of rhythm has been establish 
ed, therefore, a modified form of Dalcroze Eurthythmics 
may ·well be introduced to develop more specific time pat-
tern response and prepare the way not only for freer crea 
tive dance interpretations but also f or l ater note r ead-
i ng , a f orm of musical expression in which the ability to 
repr oduce rhythmic patt erns depends directly upon the 
background of a ctual physical experience r ather than upon 
any arithmetical knowl edge, no matter how great, which 
may be possessed by the child. Beginning in the second 
gr ade, then, the child should learn to "step" his tune --
·w-al k ing quarter note s , adding a little bow on half notes, 
a.nd runni ng ei ght s - - combining hi s past experiences into 
a mo r e cont rolled and directed i nt er pretation of familiar 
and suitable repertoire material. Phrase structure ex-
peri ence i s continued in this activity also by changing 
the direction of the response after each verbal or melodi 
174 
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cadence. 
Stepping the tune as a preparation to note reading 
should receive special emphasis in connection with the 
observation songs of the third grade. But it will prov 
of value w·henever, throughout the elementary grades, a 
new time pattern is introduced. The usual order and time 
of presentation of these patterns is based upon long ex-
perience with the suitability of ea ch to the grade to 
which it is assigned. viii th the quarter note as a unit, 
notes of one, two, three and four beats each are found i 
the observation songs of the third grade; near the middle 
of the fourth year the two-tones-to-arbeat, or eighth 
note pattern, is added, with the dotted-quarter-and-eight 
i ntroduced a little lat er; compound rhyth.ms and isolated 
triplet fi gures make their appearance in the fi fth grade 
and because the study of f'ractions, which characterizes 
this stage of development, has helped make clear the 
arithmetical relationships in music, it i s now· possible 
to take some other note besides the quarter as a unit of 
beat; finally, in the sixth grade, the more complicated 
sixteenth note patterns, which have been lift until the 
last to avo id confusion, are introduced. It must be re-
merrroered that all of these rhythms should be preceded by 
copious rote and observation experiences, including a 
stepping of the pattern, before they are presented in th 
reading material. 
---- ---
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To reduce any possibility of' lo s ing the f eeling of 
the fundament al measure pulse during the stepping of in-
dividual rhythmi c patt er ns the pra ctice of conducting th 
beat with the arms simul ataneously to the ma r king of not 
values V!i th the feet has proved valuable and is quite 
possible to use in the element ary grades. But it is the 
most difficult adaptation of the Dalcroze system avail-
able t o public school methods since beyond thi s point 
Dalcroze activities dema nd t oo much speciali zed skill fo 
general purposes and require a special tea cher for their 
presentation and development. 
During all this rhythmic experience there should 
have been built up, according to Cundiff and Dykema, 192/ 
".a number of accepted acti ons for the expression of cer-
tain things" so that "as the child hears new music he ma 
express its meaning to him through choosing from these 
accepted . re sponses." Together with folk dancing, which 
also offers further experience in fi gure and phrase in-
terpretation, all may go to the building of a response 
vocabulary not only for creative dancing but also for in-
terpretive expression through ~usic reading and for the 
still more universal way to music appreciation, intelli-
gent listening. 
192 Dykema and Cundiff, NewSflhool Music Handbook, c. C. Birchard Company, 
Boston, 1939, p. 135 
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2. Devices 
(a) Choral speech Correlation with verse speaking 
should have a definite part in the rhythmic program, 
for, as Miss Gullan says in her book on "Spoken 
Poetry in the Schools,'m/"Rhythm is the basis of 
all poetry," and the use of "verse with obvious 
rhythm" will go a long way toward awakening the 
rhythmic sense. 
(b) Rhythm blocks The use of blocks offers an in-
t eresting way of securing specific rhythmic response 
from arm and hand muscles as well as developing 
phrase consciousness. Sixteen blocks , about ten 
inches long by three-quarters of an inch square, are 
us ed to build, in time to music, a hollow square 
laid in log-cabin fashion. Placing a block in place 
on each beat of the measure brings the structure to 
completion in the span of one phrase. To be taken 
down on the nex-t, rebuilt on the third, and so on. 
In co-operative endeavor numerous variations of the 
game are pos s ible, developing muscular and mental 
co-ordination consecutively with the growth of rhyth 
mi c control. 
Gullan, Marjorie, Spoken Poetry i n the Schools, Methuen and Company, L-t;cir. 
Ondon, 1935, 6th edition, p. 18 
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II Rhythmic Orchest~a It will be remembered that the first phas 
of rhytrJID.ic orchestra work is the percussion band in which all the 
instruments are non-melodic. The first re~uisite for performance 
in such a g roup, according to Loui E. DeRusette, whose little book 
"The Children's Band" is rich in valuable suggestions on the sub-
. 194/ ject is a consciousness of time and accent.--- Preliminary ex-
ercises of skipping and running and the like should determine when 
this stage has been reached. If there has been no previous kinder 
garten experience three or four weeks may elapse before the band 
is introduced. For obvious educational reasons only one instrumen , 
out of a group chosen for case in performance and contrasting tone 
~ualities, is presented at a time. The first is very likely to b 
a drum because of its close association with the correlated activi 
ty of marchery, and since it is not generally practical to buy one 
of thes e more expensive instruments for every child rhythm stick s 
are often substituted in initial practice as well as home-made 
"drums" constructed by the children f or the purpose , from cardboar 
cartons or s i milar material. 
Bells are next introduced for variety , then the tfuubou-
rine, which combines certain ~ualities of both the others, the 
triangle and finally the cymbal. It is wise from the beginning 
to establish the strict rule that when instruments are not in use 
they must be placed upon the desk or, if the child is standing, 
held without sound. This is necessary to avoid confusion and 
194/DeRusette, Louie E., The Children's Band, J. Curv-•en a nd Sons, Ltd. ,London 1 
----( Curwen Edition 8315) p. 1 
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secure the attention upon which all creative, social, or education-
al values of the activity depend. 
At first it is natural for children to want to play all 
the time. This sort of massed playing may be utilized to establis 
responsiveness to the dynamic contrasts of loud and soft, crescend 
and diminuendo. But with the introduction of the cymbal instrumen 
tal t one color assumes importance, and discrimination in the choic 
of appropriate instruments should be developed through a sort of 
antiphonal, sectional attempt at interpretation. This discrimina-
tive choice is best guided by an appeal to the imagination of the 
child, f or, through his understanding of abstract terms of expres-
sian may be as yet quite limited, t o find a suitable i nstrument 
to play "fa iry music·" or a "grant's march" i s easy. Songs, too, 
are invaluable in gu i ding these early efforts. As DeRusette ~  
"Songs are the best and obviously the easiest 
means of paving the way f or sectional playing, be-
cause the words give the clue as to the choice of 
instruments a nd the order in which they are to be 
pl ayed. They tell the children just when the fairies 
are there and exactly vchen it is time f or them to 
vanish and for the giants to appear. Words are a 
great help, whether the s ongs be about fairies and 
gi ant s, raindrops and thunder, or Three Blind Mice. 
"Pianoforte music is much more abstract in 
char acter. It i s difficult f or the children to 
reali ze and to distinguish at first just vvhere the 
tone varies, and exactly when each instrument should 
begin and end. 'rhis does not matter so much in 
massed band playing , but such discrimination is 
essential for sectional performance. The tonal con-
trast needs at first to be clearly defined, and the 
music carefully listened to and discussed before 
instrument al interpretation is att empted. · When 
once thee,res of the understandi ng have been opened 
to the message in the music, the ears are quick to 
195/DeRuset t e , Louie E., op. cit. pp.J-4 
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listen and t o respond to the call, and the children 
are soon able to detect the rhythmic and tone con-
trasts." 
One difficulty accompanies the use of song in this way, 
however, in that children seem unable to sustain two performance 
activities at the same time with equal success. This difficulty 
may be obviated by dividing the class into two sections, a chorus 
and the band proper, which take t urns at singing and playing and 
thus are enabled to achieve a. mutually sati s f actory result. 
With the next step in rhythmic instrument pl aying the 
band becomes an orchestra, for now there is actual part playing 
and melodic instruments are utilized as desired. Of this stage of 
development DePusette >~e-rites, 1961"musical beginni ngs - full i nning " 
This stage will reach its height in the third and f ourth 
grades. Beyond this point it seems inadvisable to carry rhythmic 
orchestra work since its principal object, that of strengthening 
the rhythmic sense, should by that time have been accomplished, 
and interest in this type of a ctivity have been succeeded by a 
more advanced i nterest in playing on real musical instruments. 
Quoting DeRusette again: 197/ 
"Percussion bands belong to early childhood •••• 
The most not iceable characteristic of little child-
ren on entering school life is their continuous 
activity. Not only do they desire, but they need 
an outlet through physical movement •••••• Percus-
sion instruments satisfy the musical needs of the 
present -day child, just as they did of primitive 
man in the childhood of the race. They give out-
let for action, and at the same time develop the 
children's musical life in accordance with the 
grov.rth of music itself." 
196/DeRusette, Louie E., op. cit. 
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For little children, then, the rhythmic orchestra possess 
es many virtues. It serves as a creativ~ project in which pov·:ers 
of discrimination and choice; it is a force in character building 
t hrough the development of poise and a sense of persona l responsi-
bility by means of discipline self-expression , co-operative effort, 
and opportunities for i nd ividual conducting; and, finally it offers 
a very useful appro ach to score reading since the desire to deserve 
s ome bit of orig inal orchestration stimulates a purposeful s tudy of 
rhythmic notation in a n effort to record it. But beyond the 
f ourth gr ade the rhythmic orchestra shmilcir not regul arly be used 
except as one of the extra curricula activities providing for in-
dividual differences in musical interest. 
V\Jhen these desired out comes are not obtained it is usuall 
because .undue exploitat ion has caused a misplacement of emphasis 
upon pe rformance rather than upon gro~~h. The r esult is a shallow 
and a rtificial backg round of preparation produci ng false standards 
and undesirable :emotional si tmuli and neglecting educational and 
psychological princi ples entirely. -~Vhile all children need the in-
sp iration of occasiona l pub lic perfo rmances these should be the 
outcome of progress in the r egul ar class work r ather tha n the 
s pecially prepared feature on two frequent adult ent ertainment pro-
grams . If however, each lesson is carefully pl anned and carried 
out as though it were a ctually a rehearsal for some future prograill, 
it will be a comrm r atively s imple matter to prepare a permanent 
repertoire from which emergency concert material may be t aken with 
little extra rehearsing and none of the ill effects which come 
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from forced and temprorary learning. 
III Devices f or integrating the rhythmic program The po s sibili ti 
for co-ordinating the i nstrumental -,crith the dance phase of the 
. ,.. 
rhythmic program are various. Most obvious is the game in which 
rhythms pl ayed on some inst ru:.rnent are guessed by other members of 
the class and 11 stepped 11 or int erpreted through dance pantomime. 
Further, both may be comb ined to enrich some correlat ed activity , 
such as an Indian pToject or special holiday celebration. Instru-
mental and dance groups should be kept separate, however, as was 
true in the case of the special choral group. In fact, three 
such, vdth the addition of a possible audience , should provide 
ample opportunity not only for integrating the rhythmic program 
but also for caring for individual differences in musical i nterest . 
IV Teacher responsibility In all of this the teacher plays an 
important part. She must not only be rhythmic herself but have as 
well an adequate knowledge of the handling of toy instruments, of 
folk dancing, and .hov; to go about stepping a rhythm. Moreover, s he 
should be able to conduct and to teach children t o conduct the 
basic pulse gr oupings of two , three, and four beats to a measure 
so that they may be able to direct their orchestras themselves. 
The values which accrue to poise and personal responsibility throug 
this a ct have already been mentioned. And finally, t he· teacher is 
obviously far better equipped for providing rhythmic experience who 
\I can pl ay the piano although it is not absolutely necessary. 
II II 
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V Euipment Full and rree response requires space. .Either a 
vacant room should be available or t he class should be equipped 
with movable desks. Suitable phonograph records and piano music 
ror rhythmic interpretation are necessary together with the instru 
ments themselves in good condition. Rhythm i nstruments and severa 
conductor ' s batons complete the list, with the possible exception 
or a record book in which may be kept such items as, which childre 
have had experience with certain instruments and which are espec-
ially pr oricient 1•:ith each, which do the best conducting, what mus 
ic has been used, and 1<rhich selections are ready ror perrormance. 
Such a record will be round to have decided educational as well as 
time saving value. 
VI Summary 
Grade I 
Grade II 
Gr"lde III 
Rhythmic Program 
Marching , skipping, running , etc., at a time, massed 
playing and mimetic dance response 
Recognition or dynamic - loud and sort 
Rhyth.mic orchestra - sect i onal massed pl aying 
Blocks 
Mi metic dance response continues 
Skipping ramiliar tunes learned aurally 
Rhythmic orchestra sectional m"lssed playing wJ th 
gradual change to part playing 
Folk song games. 
Mimetic response as desired 
Stepping rhythms emphasized 
Folk dances 
Rhythmic orchestra - part playing 
Recording or special orchestrations 
Creative dancing 
Note experience through observating songs with whole , 
halr, dotted halr, and quarter notes. 
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Grade IV 
Grade V 
Grade VI 
Stepping reading songs 
Instrumental orchestra as desired 
Creative dancing 
Note experience - eighth notes and dotted quarter 
Stepping songs are needed 
Instrumental work - extra curricula activity 
Folk dances as desired -
Creative dancing 
Note experience 6/8 and triplet. 
Same as Grade V 
Note experience extended to include: 
A response vocabulary of mimetic activities and the 
stepping of rhythms are not enough. The coherence of folk dancing 
experience is needed with its simplicity of mood, rhythmic figure 
and form to provide enrichi1lent. Beginning with dance- garnes ih the 
second gra!il:e when movement consciousness has become more or less 
established, it should be emphasi zed until the end of the fourth 
grade at least r·rhere correlated i nterests are expan:ling t o include 
people of other l ands as well as our own, and may be continued in 
the fifth and sixth grades as occas ion demands. The three 
phases of rhytrunic response will then unite to form a basis not 
only for creative dancing a nd i nterpretive score reading but also 
for the still more uni versal way of enjoying music, intelligent 
listening. 
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Playing an Inst rument 
Instrumental music is not a fad and a frill therefore it justifies 
public support whatever is productive of desirable habit s and other concom-
itant learnings is not a fad and frill but rather a valuable asset to educa-
tion. As class signing is group work , it is necessary to provide fbr the 
older group, an opport unity for t he development of individual talents 
which will give lasting enjoyment and enrichment of life. 
Class instruction in instrument a l music provides a socialized 
situation which is stimulating and al so furnishes a valuable audience situa-
tion. In the ensemble work which accompanies gpod instrument al instruction 
there are developed habits of co- operation; for exarr~le the playing of cer-
tain intruments well; appreciation of the abilities of others is fostered 
and bet ter standards of musical t ast e are gradually developed. In develop-
ing the instrumental classes i t is extremel y necessar,y to be sure the child-
ren of the l ower: grades are not in classes with children of the junior high. 
One must guard against promotion t o a grade out side the actual age level. 
A st eady growt h in technique and musical mindedness begins, the 
the student works for finer tone quality, surer pitch, dynarrdc and enuncia-
tion of rhythm as well as the molding and planning of t he melodic curve. 
The radio and phonograph and movies have aroused the desire to "play it 
themselves . " Then the expressive side of music takes shape as well as 
the appreciate side. When children can make music for themselves it be-
comes a rr.eans of self-expression. In creating things oneself, ev~n if 
created badly, there is that overwhelrr!ing creative joy, a release physically 
mentally and emotionally , such as a release that cannot be experienced by 
mer~ looking on. Pleasurable self-expression is man's salvation. 
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SurrJill9. ry 
Grade I 
Grade II 
Grade III 
Grade IV 
Rote rhythmic activities 
Percu ssion bands 
Same as Grade I 
Percussion bands with solo perfbrmances 
Acquaintance with few more advanced ins trurr1ent s 
Musi cal scores 
Better ins trurnent s are used 
Recognition of most corr.u:non instruments 
First real instruction begins 
Orchestra and band attenpts rra de 
Begi n with musical performance and proceed to teehnique 
only as demanded 
Grades V & VI Orchestra composed of all levels of achievement. Music 
arranged in varied degrees of difficulty for each instru-
ment; such instrumental experi ence cares for individual 
differences and enriches the child's life. 
Band leaders chosen at times from children 
Piano lessons will have been well s t arted by the time the 
childr en reach the · sixth grade. 
Hanuonica bands may be highly developed but they are 
placed better in the realm of tha men tally retarded for 
it makes use of an inferior musical media and provides 
no great problem of n.astering t echnical problems . 
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Acting 
Three types rr~ke up the acting program of the world. There is 
t hat acting akin to dancing which is made up of rhythmic pantomime depict-
ing fairies, folk tales or short stories e.ll of which is done to music . 
Secondly, we find the s:>ng pantomime in which someone else sings, wi th in 
a solo, group or audience, while the actor just acts. 'l'hirdly, is the 
combination of saying and acting which comes forth in the dramatization of 
folk songs as well as in the presenting of operettas. 
Fromthe kindergarten on through the grades the children act the 
part while singing. In this development it must be impressed that songs of 
happiness and hurrDr are not to be sung as if a lullaby or prayer . Imper-
sona tion is fundamental to human nature and finer q_uali ties are experienced 
t hrough the imagination. ~he self realization lets the singer into the 
character of the person al:out whom he is singing. Acting allows one to 
cater to the i ndividual differences of the actors . 
1'he operetta is a natural setting fo r music making and it develop 
the imagination, insight into the lives of others, trains the individual 
to speak clearly and distinctly, grace, poise a nd self control all make 
great strides. 'l'he .planning of the work by children teaches effective 
co-operation. When musical programs are given those children who do not 
and cannot sing in tune should be given great responsibilities through 
helping in other lines. Participation is the keynote to the festive oc-
casion. 
------------·--
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CHAPTER VI 
CONCLUSIONS .AND RECOMMENDATIONS 
"Yes, music is the ~ophet's ar 
Arr~ng the gifts that God hath sent, 
One of the most magnificent!" 
Henry W. Longfellow. 
'.L'he question concerning the importance of music in the curriculum 
has been treated from its various angles. It has been stated that music 
benefits the mind, body and soul. Music as an art has a particular charm 
of its own in that no one need be an ar tist or a master in order ro derive 
benefits from its extensive fields. The universality of music is proven 
through the fact that it :permeates all corners of the earth . A corr~n 
language , co mplicated enough for those naturally gifted and simple enough 
for those who are not so fortunate. kfusical interests are adapted to the 
young and old each in its own way . Its field is so great that the eource 
of material on the one hand, can never be exhausted and on the other hand 
it is available to all. 
Music, in its variou,s ways, ha s contributed to the social, physi-
cal, mental and moral needs of a ch anging civilization. We have seen a need 
for a wise balancing of self-disci pline and self-expression in order to 
bring about a better social order . Men working with the machine s of this 
age have had to adjust to shorter working hour s . The longer leisure hours 
need to be curbed in order to direct those emotions which determine the 
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fate of the entire corr~unity and nation. 190/ In this regard Tapper remarks,--
"The dreadful thing about most co rr~unities is 
the absence of any centralizing influence .that brings 
people together and through some special activity , 
such as chorus singing , enriches life. Educators ••• 
recognize that the very existence of the com_rnuni ty 
lies u1tirr1atel y in what boys and g irls do with their 
spare time. Hence community work is conceived and 
planned to use up spare time and to direct the energy 
that,•otherw:i,se goes to waste in rowdyisrh, hoodlumism, 
and ultimately in crime." 
Chorus singing then may be used as a tool for Cornmuni ty welfare. 
Cultural, educational and therapeutic advantages may be benefited 
191/ 
from interests in music. Lilla Belle Pitts believes,---
"The general or humanistic aim of music intruction 
is to contribute to the character of the individual and 
society an additional measure of the idealism, the joyous 
preoccupation with unselfish interests, the elevation 
and purification of feeling and the psychic health de-
pendent upon abundant but orderly expression of emotion 
that comes from appreciative contac t with and the endeavor 
to create and recreate the beautiful in music." 
Physically, the contributions of' music are great . It proves 
especially valmble in the building up of the rhythmic co-ordination of the 
body. Emotionall y upset, music tends to clothe ' one in comfort, joy and 
serenity. 
v'lhen one enters into, creates, and en joys music he has gained for 
himself construction habits which have given him something of which he can 
not be deprived. 'l'his interest leads to patient study which in its turn 
liberates rare delights. Appreciation becomes keep and interest still 
greater. 
190h•apper, 1.'., The Music Supervioor, 1916 
191/Pitts, Lilla Belle, Music Integration, c.c. Birchard Company, Boston, 
1935, p. 3 
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"Appreciation, like any other enthusiasm, urges 
us toward expression, t o sing , play , whist le , dance 
or "act"; and if we do so successfully , however simply, 
our appreciation is enhanced and grows . But if we 
do not, it is no t likely ever to attain the full 
flowering of ~er and delight that is i ts natural 
destiny." 192, 
w. L. Bates , Master of Lowell School District of Jarraica Plain, 
repor t s the f ollow i ng of interest. 193/ 
"He states the children who have oone extra w:> rk 
in the study and pract i ce of instrument al music are 
able to think mor e quickly and accurately than other 
parallel classes of the same grade. 
"In fac t upon examinat ion we were surprised to 
find that these children in their achievement tests 
in arithmetic averaged fif t een percent higher in their 
rating than other classes of the same grade who took 
the tests, he declares~' " 
Another point for the effect of music on the t raining of the mind. 
~hat corr~on ground of interest proves to be the mos t social of 
fine arts. It helps each to be one of the artist s even though unskilled 
in a choral chorus. The aim of t he music course of studY should be direct-
ed t owards the development of these amateurs who seek of their own accord , 
during their abundance of leisure t ime , a wider relationships and contact 
with that which draws him closer to his fellow man . 
"In these very years of preliminary training , then, 
e.very effort should be expended t o make music a vi t al 
factor in children's lives. 'l'he approach t o music s t udy 
should be natural, and never accompanied by the disagree-
able suggestion of an unwelcome t ask . Yet to do t his we 
must eliminate undue emphasis on technique , which s t ifles 
and often destroys an early interest i n music . By the 
same token we must encourage song a s the door through 
which all may norma lly enter into active mus ic al enjoyment, 
192/Zanzig, Carl, op. cit. p . 105 
193/Bates , w. L., Newspaper report of his Report of a Study in Lowell School 
- District, Jamaica Plain, Bos ton Globe, May 29, 1933. 
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I and listening as the key to an understanding appre-
ciation of music. Knowledge of note reading should 
be introduced in due season, but only in such meas-
ure as shall supply children with enough facili t y 
to enable them to take part in amateur choral sing-
ing. Chiefly should we insist that the rr~terial 
shall be in every sense the best, for without an 
appreciation such as cornes by close contact wi tb the 
highest type of music, all our efforts in behalf of 
educating children will be co mparatively useless, 
and we shall send them on to other and rr~re varied 
musical experiences in high school, college, and 
la~er lif94;unfitted either to und erstand or to 
enJoy."--
Our ultimate aim and hope to be al ways that of an earnest desire 
that all will emerge from this experience fully fitt ed to enjoy, appreciate, 
195/ 
understand and participate.--
"I think you will wish to awaken this child to 
the Hurr~n Joy of music... Why should not the oppor-
tunity of playing or singing to others be accepted 
not as a terrifying ordeal, but as a joy and a pri-
vilege . Why not set to work to make the sharing of 
music a normal element in the music al development 
from the very firs t? In this way our child will 
not only come by a healthy att i t ude towards music 
itself, but will find in music one of the great 
techniques for oocial happiness and oocia l l i ving." 
"This exerc :Lse of' music al participation cannot 
begi n too early. Let the child sing nursery rhymes 
with his mother, turn pages f or the pianist as soon 
as he can read music, or sound A for the visiting 
fiddler to tune. Also, it can do no har m to leave 
the nursery door open when there is music. T5usic that 
drifts upstai rs to a child's dar k bedroom possesses a 
peculiar potency . Going to sleep to music at night 
waking to nmsic in the morning -- absurdly enough 
these experiences are, in some unaccountable way, 
musica l pa:r;ticipa tion; they define music for the chi l d, 
as a thing natural and homely, as much a n7art of the day as breakfast, dinner and supper." 196 
194/Davison, Archibald, Music Education in .A.rrier ica, Harper Brothers, New Yor , 
-- 1926 , pp .74-75 
195/Mursell, James L., "The Claims of Music in t he School Curriculum", 
-- M. E.N.C. Yearbook, 1935 
196/Bowen, Catherine Drinker, Friends and Fiddlers, Little,BTown and Company 
--- 1935, pp . 157-158 
190 
-==--=--=:-- ···-- ·------:= :====-= -=:o..:.=.·:::-o:=:::=.:..-::c:.== __:._·-==-=--------------·--- - - -- -----· --- -------- ------·=-=tF=·- =----- .-:.::::..-::==--= 
·- -~--------~- ~­
----------
191 
--------------=-"''F-=--=-==-==---
In our educational theories the cultivation of the beautiful 
197 
things of life has been forgotten. to this effect s . J. Woolfe has written 
"No life is complete, no matter how useful or 
st~ces sful, that has not felt the thrill of crea-
tion, or at least the appreciation of beauty." 
It is recommended that music be incorporated in all courses of 
study instead of being abandoned. Well trained , sympathetic, and under-
standing teacher must be the guide chosen to initiate the elementary school 
children to the wonders of the enchanting musical world. A well planned 
introductory unit will successfully l aunch interest and curiosity. As the 
language of the world music becorres a balance for all our various moods and 
198/ 
aspects,--
"Observe: that rrmsic has a power unmatched 
arr~ng the other fine arts to act as an illuminator 
of thought and of life because it is an art of 
progressive action -- It is not static, but dy-
narr~c; not rigid, but infinitely elastic; not 
pictorial, but dramatic; in short, not inorganic , 
but vi t al." 
Believing that music is a strengthener as well as a paradise for 
the heart in the labyrinth of the political world, let us inaugurate living , 
rich and vital music pro grams so tha t the future citizen will be better 
able to meet the obligations thrust upon him. 
197 / Woolfe, S. J. , Sponsor oi' the Cultural Olympics, New York Times Ma azin 
- - April 4, 1937. 
198/Pratt, Waldo s ., Musical Ministries, p . 37 
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